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FOREWORD 
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he encouraged me and suggested the Topic “Temples of Salem region (up to 1336 
A.D.)”. He was also kind enough to take the responsibility of guiding me in preparing 
this Thesis. It would not be an exaggeration if I say that but for Dr. M.S. Krishna 
Murthy’s guidance, encouragement and blessings this work would not have come into 


existence. 


While at this I wish to acknowledge the encouragement given by Dr. M.P. 
Mahadeviah, Head of the Dept., DoS in Ancient History and Archaeology, Prof. Dr. 
M.V. Krishnappa, Prof. Dr. S. Rangaraju, Prof. Dr. Kariappa, Mr. Prabhu and Smt. 
Usha, Administrative Asst. during the course of my study and research in the 
department. 


No work of this nature could be complete without referring extensively to the 
Texts in different languages written on the subject. Many reference books are not easily 
available and the interpretation of many of the Texts could be done only with help of 
scholars in the field. Such help, I would like to humbly thank Sri Ganapti Shastri, 
Agama Proffessor, Sanskrit college, Bangalore and Sri G. Gnanananda, expert in 
Agama and Shilpashastra. 


It is needless to say that I have visited many renowned libraries for collecting 
the data for this research. The important libraries visited are The State Archaeology 
dept. library, Tamabaram, Chennai, Central Archaeology dept. library, Southern zone, 
Chennai, Saraswatimahal library, Tanjore, Oriental research institute, Mysore, Mythic 
society library, Bangalore, University libraries of Mysore and Bangalore. I have 
extensively used the facility of library at Indian Council of Historical Research, 
Bangalore. Specially I would like to thank Dr. S.K. Aruni, Asst. Director, for his 

inimitable style of helping and erudite scholarship. Likewise, the staff members of the 


library were also extremely co-operative in providing source materials. 


Many museums have enabled me to gain sufficient knowledge about the ancient 


artifacts and furnished valuable information regarding the monuments and temple sites. 


Late Mr Lakshminarayanan, Director of Government museum, Salem and Mr 
Soundarajan, Director of government museum, Salem helped me to large extent. Dr. 
Selvaraj, Director of Government museum, Dharmapuri was of immense help to me in 


guiding me for my field work. 


The importance of fieldwork while carrying out this project can not be 
underestimated. Many people who were directly and indirectly connected with the 
temples, archaeological sites and other institutions have helped mdin this aspect. 
Amongst them I would like to thank the following for their invaluable service for my 
work. Mr Nachimutturaja, Advocate, Salem, Mr Alaguraja, Mr S. Sheshadri, 
Mallasamudram, Mr, Shaktivel, Rasipuram, Pulavar Doraisami, Namagiripettai, 
Shanmugasunadram, Shenkottiah, Hosur, Manohar, Ex MLA, Hosur, Rahul Reddy, 
Lakshmikantan, Krishnagiri, Siddesh, Advocate, Omalur. 


Administrators of temples and priests of the temples have invariably helped me 
to assimilate the facts and figures about the temples. Tiru. Chandraprakash, E.O. 
Taramangalam, specially deserves my thanks for all the help given to me during my 
field work. SimiLarly, Joint Commissioner, Tiru. Thennaiyya also extended his 


cooperation to me. 


Quite a number of people have helped me directly and indirectly in the 
preparation of this work. While thanking all of them I would like to specially recall the 
support given to me by Smt Dr. Pushpalata, Dr. K.R. Ganesh, Mr K.R.V. Giri and Dr. 
R.V. Lakshmi, Prof. K.V. Sathyan and Smt. Suma, Late Smt. Meenakshi and Shri N.S. 
Ramanathan, Advocate, Krishnagiri, Dr. P.V. Krishnamurty, Sri G.S.S. Rao. Dr. B.R. 
Satyanarayana, Smt V.Anuradha, Smt Sandhya, Manohar, Chandrashekhar, Srinath, 
Manjunath, Mr Lingaraju, Gangadhar, Shivamurty, Girish, Rangannagowda T, Ajay 
Babu, Bassireddy and my sister Sumana. It would not be out of place to thank my 


family members for all the encouragement given to me during the course of my 


research. 
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INTRODUCTION 


The present work is an attempt to study the various aspects of temple 
architecture in the Salem region. Salem region is situated in the northwestern part 
of Tamilnadu comprising of the present day districts of Dharmapuri, Krishnagiri, 
Namakkal and Salem. Of the four districts, Dharmapuri and Krishnagiri districts 
form the northern part, and Salem and Namakkal districts form the Southern part 
of the region. This region is situated between 10° 30’ and 14° north latitude and 
77.28° and 78.50° east longitude. In the present work, for the easy understanding 
of the subject, the land described above is addressed by the name ‘Salem region’. 
Salem region is a ‘buffer’ land between the present day Karnataka, Andhra 
Pradesh and Tamilnadu. Therefore, this region, from the beginning, experienced 
the political and cultural impacts of the three different states. Salem region is a 
land where the people of three languages live. Geographical location of the 
Salem region made it a politically strategic point between the Tamil and 


Karnataka powers. Political vicissitudes often changed the fortunes of this land. 


The northern part of this region is adjacent to both Karnataka and 
Andrapradesh. To the west is the Coimbatore district. To the south, Trichy and to 
the east, North and South Arcot districts are situated. Total area of this Salem 
region is about 18,262.6 sq. kms 1.e. 7051.2 sq miles. 


The Salem region, in the present context, comprises of the old Salem 
district, i.e., the region before its partition into Dharmapuri, Krishnagiri and 
Namakkal districts, which were previously taluk headquarters of old Salem 
district. Dharmapuri was separated in the mid 1960s and Namakkal in the 90s. 
Krishnagiri became a district in 2002. For the purpose of a thorough study of 


temples, these regions are included under one head, i.e., the Salem Region. 
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Salem Region is geographically divided into three parts. The first division 
is the Balaghat, which is a part of the Deccan tableland. It constitutes a large 
portion of Krishnagiri and about half of the western Hosur taluk. To its south and 
west are dense forests and the average elevation of this region is about 3000 feet 
above sea level. Baramahal, which is about 1300 feet above the sea level, 
comprising roughly the taluks of Dharmapuri, Harur, northeastern part of 
Krishnagiri and the eastern part of Hosur, forms the second division. The third 
division is the Talaghat and it differs from the above two. It is a plain region and 
is about 1200 feet above sea level. Taluks of Attur, Rasipuram and Namakkal are 


to the east and Salem, Omalur and Tiruchengodu are to the west of this division. 


Salem region, geographically, is also varied in its nature. Hilly regions 
rising up to 3,000 ft and plain tableland rising up to 1,300 ft and also plain 
regions of lesser altitude are found. The land of this region is fertile and the 
climate is very salubrious for human habitation. The Cauvery river is the only 
major river that flows through a part of this region. Apart from this, the region is 
full of rivulets, tanks and lakes. Therefore, this region was commercially very 
prosperous. The main connecting route between Karnataka and Tamilnadu 
passed through this region. Military invasions of the powers of these two states 
used to pass through this land. 


In this context, it is necessary to explain Salem, as a “buffer zone”. Buffer 
region is a geographical region, which lies between two Imperial seats of 
political powers. Consequently, the region experiences the shift of powers. 
Whenever one Imperial dynasty becomes powerful than the other, this buffer 
zone experiences its influence and gets included into its boundary. This, many a 
times, results in the change of cultural and social milieu of the societyof the 
buffer region, which are best reflected in the temples of that region. Variants of 
the known art styles, hybridization of different architectural motifs and 
decorative members and sometimes even the emergence of the new forms and 


motifs can be noticed in the monuments and relics of the buffer region. 


Political supremacy of various rulers over this region influenced the socio- 
cultural development of this region. Therefore, a tasteful blend of the two 
distinctly different traditions is clearly discernible in the art forms of the Salem 


region. This factor makes the present study more interesting. 


The Salem region, as stated above, was a buffer state during the different 
periods of its history. The political powers of Karnataka and Tamilnadu tried to 
establish their supremacy over this region. The Tamil political powers that ruled 
over this region are were the Adhigamans, Pallavas, Banas, Cholas and the 
pandyas. Likewise, the Kannada powers that ruled over this region were the 
western Gangas, Nolambas, Hoysalas and the Vijayanagara rulers. The impact 
of different cultures on this land resulted in the development of a cultural idiom 
that possessed the characteristic features of the Tamil and Kannada cultures. 
Though the general architectural pattern of the entire south India was basically 
Dravidian in character, the influence of the local tradition, beliefs, customs and 
manners played an important role in the formation of local idioms of the 


Dravidian style. This is very clearly discernible in the art forms of this region. 


Religious edifices built under the patronage of many of these ruling 
powers are found in this region. The earliest shrines of the region are the rock-cut 
shrines at Namakkal. This was excavated by an Adhigaman ruler, as evidenced 
by an inscription there. Though it was excavated by an Adhigaman ruler, the 
influence of the Pallava School of art is explicit in the execution of these rock-cut 
shrines. Even the sculptures found here exhibit the traits of the sculptural art of 
the Pallavas. Therefore the beginnings of the architectural and sculptural art of 


the region may be traced to the Pallava period. 


Structural temple art begins from the days of the Nolamba rule and 
shows a continuous development under the patronage of the succeeding ruling 
dynasties. About a hundred temples, ascribed to the period between 9" century 


and 16" century A.D., are noticed, spread all over the Salem region. All these 


ill 


temples are built in the dravidian style. As this region was a buffer zone between 
the Tamil and Kannada powers, hybridised form of art can be noticed here. 
These hybridised features are not generally noticed in their respective heartlands. 
Therefore, a study of the art forms of this buffer region is not only interesting but 
also highly informative from the point of view of hybridization and development 


_of new forms. 


The period of the present study begins from 7" century A.D., i.e., from the 
time of the Pallavas to i ia century A.D., i.e., the end of the Vijayanagara period. 
The beginning of temple architecture can be traced to the middle of 7" century in 
this region. However, an uninterrupted progress in the development is discernible 
from the 9" century onwards. During the Vijayanagara period, the temple 
architecture reached its zenith and the same declined in a short period, after the 
fall of Vijayanagara Empire in 1565. By the middle of 17" century, clear traces 
of deterioration and stagnation in the temple art can be noticed all over the 


region. Therefore, this study is limited up to the middle of 17" century. 


Now, coming to the study of the subject done already by scholars and 


historians, they may be listed as follows: 


Extensive archeological and epigraphical surveys have been conducted 
and recorded in this region, yet not much study on temple architecture and 
sculpture has been done exclusively. Few works like ‘Namakkal’ by 
Ramaswamy and the ‘Namakkal caves’ by Vidya Daheja are published. These 
are handbooks on the subjects. Salem Cyclopedia, is an encyclopedia edited by 
B. Rajannan, is a work general in nature and the description of temples given in 
this work is more mythological and traditional in nature. Hence, this study cannot 


be considered as a scientific study of the subject. 


‘The Kongu country’ is a work by Arokiaswami. This work is one of the 
first research works on this region. But, there are many loopholes in this work. 


The statistics, the chronology and the dates given are not accurate. The survey of 


temples given by this author is very brief. ‘The history of Kongu’ is another 
work by V. Ramamurthy. This again, is a work mainly oriented towards the 
political history. ‘Kongu Nadu’ is a very recent research work by V Manikkam. 
This work concentrates on the political and economic history of the Kongu 
region. All the above-cited works concentrate more on the political, economical 
and administrative history and such other aspects, while importance given to art 


and architecture in them is negligible. 


Several scholars have worked on the Mallikarjuna and Kamakshiamman 
temples at Dharmapuri. ‘Nolambas’ a research work by Prof. M. S. Krishna 
Murthy gives an illustrated description of these temples for the first time. 
Likewise, works on Nolamba architecture and sculpture by Scholars like K. 
Krishna Murthy and Andrew L Cohen give the description of these temples. The 
EITA volume also describes these temples, but considers these temples as the 


temples consecrated by the Banas of Perumbanavadi. 


‘Hoysalas in Tamil country’ is a work by K R Venkataraman, which 
concentrates on the political supremacy of the Hoysalas over the Tamil regions. 
In this work, mention of certain aspects of Salem is noticed, but it is very brief. 
In this work, the chapter on art and architecture concentrates only on the 
Hoysaleshwara Temple built in Kannanur, but no detailed study of the temples 


with the influence of Hoysala art in the region is made. 


Research articles of various researchers are published in different journals 
and periodicals, highlighting new discoveries, such as inscriptions, sculptures, 


archaeological sites, etc., of the region. 


All the works mentioned above are, no doubt, laudable in their own right. 
Yet, they do not give a clear, complete and comprehensive account of the 
development of the temple architecture of Salem region. The studies mentioned 
above, particularly with regard to the study of temples, are limited in their scope. 


They are descriptive studies of the monuments of the region or of a particular 
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place. In this situation, the present work forms a concerted study of the temple 
architecture of the Salem region based on scientific study of the architectural 
members part by part of the temple, their textual affinity, their development, their 
variations and deviations from the textual prescription, hybridization, regional 
talents and also an overall analysis of the development of temple architecture of 
the region. Hence it is a work, first of its kind, dealing with all the aspects of 


temple architecture of the region. 


In the beginning of the research programme by the author, the intention 
was to study the origin and development of the temple architecture in the Salem 
- region beginning from 7" century A.D., to the beginning of the Vijayanagara 
rule. But after conducting a detailed survey of the region, it was found that the 
culmination of the development of temple architecture of the region is noticed 
only by the end of the Vijayanagara rule. Therefore, it was felt that the study 
would be incomplete if it ends at the beginning of Vijayanagara rule. Also 
majority of the developed and finer aspects of the architecture of the region begin 
to appear only during the Vijayanagara period. Majority of the temples of the 
region are not just isolated structures belonging to pre-Vijayanagara period. 
They, during the Vijayanagara period, continued to be in use with additions made 
to them during the Vijayanagara period. In that way, they become a part and 
parcel of Vijayanagara architecture also. Considering these aspects, it was 
decided to include the Vijayanagara period also under the purview of this study, 
so that, a clear comprehensive development of all the aspects of temple 
architecture, from its beginning to the period of decline can be traced in one 


study. 


The nature of art forms of this region is not only extensive in nature but 
also varied. This is because of the influence of various schools of art on the art of 
this region. A study conforming to the art of the heartland, generally, limits itself 
to one school of art. Therefore, knowledge of the aspects of that particular school 
of art is enough to understand the art of that region. Whereas, for the present type 
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of study, a knowledge of the elements of different schools of art are necessary for 
the analysis of the temple art of this region. The temples of different schools 
appear with certain of their salient features in this region. The temples of the 
region not only continue the features of the earlier forms of art, but at the same 
time accept certain features of the newly arrived art forms. The art forms of such 
a transition period can be clearly observed here and the development of those 


forms, in the region, is also discernible. 


The present study is an approach to analyse and understand the various 
scriptural definitions and.descriptions, as well as, the morphological studies of the 
different architectural forms of the region. To make this study systematic, 
various parts of the temples of the region are classified and studied in a detailed 
manner. This study includes the definition, the purpose, the function and the 
importance of that particular part of the temple building. The vadstu Texts on 
Hindu temple architecture are studied and the description given in them are taken 
into account. The descriptions of the vastu Texts are analysed and compared with 
the existing architectural forms and the existing forms are compared with the 
types of forms given in the Texts. In this effort, the etymology of the terms, used 
for such parts and types, are also taken into account for definition and proper 
identification. The meaning of the terms of the architectural forms and the types 
of motifs is also considered for their description. Sometimes, based on, the 
appearance of the forms or the implied meaning of the terms used for them, they 


are identified. 


This methodology is applied particularly in the identification of the 
different types of the adhisthanas, pillars and pradsada, for which different names 
are given in the Texts. The Texts, as such, do not give a clear picture of the 
nature of these architectural members, but they provide a number of types and 
sub-types of such members. Therefore, to identify the exact name of the type of 


such an existing member in the temple, the above said methodology is used. 


vii 


A thorough study of vastu Texts and Agamas is made to understand the 


name, nature, function and significance of the different architectural members. 


Vastu Texts available for the study of south Indian temple architecture are, 
mainly, the Mayamata, the Manasara, the Kasyapasilpa, the Silparatna, the 


[sanasivagurudévapaddati and the Tantrasamucchaya. 


Agamas like Kamikagama, Ajitagama, Vimanarcanakalpa, Padmasamhita, 
Rauravagama, Karanagama, Suprabhédagama, etc., also deal with the aspects of 


temple architecture, to a certain extent. 


Puranas like Agnipuraina, and Visnudharmdttarapurana also furnish 


details regarding the temple architecture and sculpture. 


Samhitas \ike Brhatsamhita, ISvarasamhitha, Purusdttamasamhita, etc., 


contain a few references regarding temple architecture. 


Apart from these, a vague idea of the terminology and application of 
certain architectural principles are to be seen in Kautilya’s ArthaSastra and the 
Amarak6§a. 

In this work, Kirtanas of saints and great composers of music and verses 
are also used as source for the description of temples and the temple culture. 


Some of the literary works by ancient poets are also used as source material for 


the description of certain architectural motifs. 


In the present study, the Texts referred to are mainly, Mayamata, 
Manasara,  Kasyapasgilpa, _Silparatna, [anasivagurudévapaddati and 
Kamikagama, as the prescriptions found in these Texts can be easily applied for 
the temples of our region. Therefore, the term ‘Texts’ in the body of this work 
implies to these Texts only. Of these Texts Mayamata is very clear in its 
description and maintains consistency in its presentation. These Texts agree 


regarding the description and prescription, with a few exceptions. A feature 
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invariably noticed in these Texts is the use of synonym denoting the same 


architectural member mentioned in the other Text. 


Though these Texts provide quite an amount of information regarding 
temple architecture, they are not free from inconsistencies. Certain descriptions 
and prescriptions in the Texts are quite confusing and not clear. It is also difficult 
to understand certain aspects of the Textual prescriptions. Different versions of 
the same Text make contradictory statements. Apart from these, the major 
difficulty while studying the Texts is the loss of certain parts of the Text itself. 
As these Texts were written in a perishable medium, i.e., palm leaves, due to the 
ravages of time and weather, some of the leaves would have got damaged, which 
has resulted in the loss of certain parts. Likewise, in ancient times the mode of 
preservation of these Texts was to make an eye copy of the earlier version. In this 
process, the chances of misspelling and misinterpretation of the original version, 
omissions, additions and alterations may occur. These again lead to 


contradictions and confusions. 


In the reading of the original portions of some of the Texts, it gives the 
impression that those portions are a verbatim copy of the Text of an unknown 
source. Because, the same type of inconsistency, incongruity and vagueness 
appear uniformly in many of the Texts. Even some of the experts on Agamas and 
vastu of the present day have expressed their inability to understand or grasp the 
exact concepts explained in the Texts, in the discussions had personally with the 
author. They have expressed the same opinion, as given ealier, regarding the 


reasons for the inconsistency and incongruity in the Texts. 


In spite of these difficulties faced while studying the Texts, considerable 
information regarding the essential building components is available. This 
information is judiciously analysed and studied to cull out the essence of such 
descriptions, omitting unnecessary details. That means minor aspects are ignored 


and major aspects are analysed and applied. Texts give enormous information 
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regarding the measurements of the major and minor mouldings of adhisthanas, 
application of which is difficult. Therefore, measurement aspect is not considered 
very important in this study. Likewise, mention and description of umpteen 
numbers of minor mouldings and motifs made in the Texts are also given less 


importance in this study. 


Taking into consideration the etymological sense of the names of 
architectural members, the morphology of such architectural forms are analysed. 
This approach has given good results, particularly, in identification of the 
adhisthana types mentioned in the Texts. It is also to be noticed here that some 
Texts differ in naming the architectural members differently, though their 


etymology conveys the same meaning. 


Other architectural terms are also explained through etymological 
approach and their functions, their characteristic feature, physical and aesthetic, 
the hidden technological factors behind the construction and provision of certain 


architectural members, are also analysed and explained. 


While explaining the origin and development of certain art concepts or 
idioms and other associated ideas, examples from other areas of south India are 
also taken into account. The idea behind this is to establish that the same 
concepts and ideas regarding the general nature of building and sculptural art 


prevailed in the region of our study also. 


The explanation regarding the constructional procedure to be followed in 
the beginning, is that given in KasyapaSilpa. Though other texts also mention 
about this aspect, these descriptions are unclear and ambiguous, whereas, the 
presentation of the same in KasyapaSilpa is easily understandable. The other 
architectural members that are visible to the eye, their technical aspects, their 
function, their necessity, their advantages and such other aspects, are explained 


with the help of modern civil engineering technology. 


While dealing with certain members of the temple and other decorative 
motifs found in the region, the features of those parts as expressed both in Tamil 
and Kannada idioms are explained, the reason being, the area of our study is a 
buffer zone between Tamil and Kannada kingdoms. Therefore, to explain the 
presence of such motifs in the region, one has to know the place of their origin 
first and understand the reasons behind the presence of such traits in the temples 


of our region. 


Regarding the use of terminology in the present study, the Sanskrit 
nomenclature is used first. Its English equivalent is also given there of. In the 
body of the Text simultaneous use of both Sanskrit and English terms are made 
to familiarize both the terminologies. Similarly synonymous terms are also used 


in the narration. 


In the region of our study, the begining of structural temple architecture 
can be noticed from late 9" century A.D. onwards. The Nolambas laid the 
foundation for the temple building: activity of this region. From this time 
onwards, a continuous activity of temple construction is observed. Increase in the 
number of constructions, as well as the patronage for temple construction in the 
succeeding centuries has been noticed. Though the architectural style of the 
region can be brought under the Dravidian school of architecture, influence of 
various sub-styles of the same architectural school, which have affiliation either 
to a particular dynasty or to a particular period, can be clearly observed. The 
same statement holds good for the sculptural art also. For example, the general 
outlay of the temple may be of Chola idiom, but, while studying the architectural 
members, their decoration and carving may reflect the traits of Hoysala school of 


art. Such factors are also analysed in this work. 


Though the Texts give specific prescription for the carving of different 
architectural members and decorative motifs, artists of the region have executed 


them according to their own imagination and skill. This aspect proves that at all 
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times, the Texts were not followed strictly and even the artists enjoyed freedom 
of expression. Such aspects have been noticed on various occasions while 
studying many architectural members and structural addditions to the temples 


and such instances are highlighted in the present work. 


Discussions and consultation with Sanskrit scholars and Agamic experts 
were held for the confirmation of the statements made and the conclusions drawn 
by the author about textual prescriptions and also their etymological meanings. 
Likewise, civil engineers were consulted for the understanding of certain aspects 


of constructional methodology. 


In the present study analytical observations regarding the aspects, which 
are directly concerned with the development of temple architecture of the Salem 
region have been brought out. Analysis of factors like the availability of material, 
skilled labour, efficient architects, patronage and the adoption of changing 
technology have been made. The temples distributed throughout the region are 
not uniform in nature. Some of them are very simple in their execution and 
basically utilitarian. Likewise, some of the temples are highly ornate and grand. 
There are some more temples, which are a mixture of the two elements. These 
factors are the results of the change in the taste of the contemporary society, the 
availability of men, material and money, improvement in the technology, 
acceptance of new ideas, innovations and the change in the socio-religious 


attitude of the contemporary society. 


Ground-plans and line-drawings presented in this work are prepared by 


the author himself. These drawings and plans are not to scale. 


Regarding the use of diacritical marks to transliterate the Sanskrit and 
dravidian terms into Roman script diacritical marks given in the chart are used. 
While spelling the well-known names of persons, places and divinities, Roman 
script is used without diacritical marks. For unfamiliar and lesser-known names 


of persons and divinities Roman script with diacritical marks is used. For all non- 
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English words and expressions Italics with diacritical marks are used. Generally, 

except at the beginning of the sentence, lower case is used for the first letter of 
Wb 

the word in Italics, the reason being, that therejno use of lower and upper case in 


the writing of Sanskrit and Dravidian scripts. 


Italics are used for all non-English names, which are also not familiar in 
the general context. For example, for names of /ilamiirtis and the avataramirtis, 


Roman script with diacritical is used. 


In the body of the thesis, while naming the nature of different architectural 
and sculptural traits, expressions like Nolamba school, Chola school, Hoysala 
school, etc., are used liberally. The ‘school’ in this context means the 
characteristic features and traits associated with the art forms produced by the 
artisans of that society, of that particular region, and under the rule of that 


dynasty. 


Likewise, the expression ‘idiom’ is also used liberally in the Text. ‘Idiom’ 
in this context means the specific character or form of expression unique to that 


particular school or region, where that art form was widely prevalent. 


After explaining the nature of study and presentation of the subject, it is 
necessary here to explain some of the aspects connected with the different 
schools of art, the knowledge of which is essential to understand the nature of the 
art forms of the region of our study. These are explained chronologically than 
geographically, so that the study gives a clear picture of the development of the 


art forms and also the architectural forms found in the temples. 
PALLAVA ART 


The Pallava sculptural art flowered during the beginning of the 7" 
century A.D. All the specimens of Pallava art are in relief form. They are both in 
high and low reliefs. They are mostly found in the niches or on the walls of the 


rock-cut and structural shrines. A few examples of the Pallava sculptures are 
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found on rocks in the open air. The Pallava sculptures have anatomical features 
that are quite unique to them. The Pallava sculptures are physically not heavy 
and massive in their form. The sculptures of divinities or men or women are all 
carved in almost a similar fashion. They possess slender, tall forms. They are 
said, particularly the female sculptures, to possess ‘tubular limbs and globular 
breasts’. They possess a supple body and natural form. Their stance also looks 
very natural. They hold weapons and attributes in a natural way. In general, they 
are slim, tall and neat in their form and contour. Ornamentation is not much on 
their body. The crowns are generally conical and also short. The facial features, 
generally, is benign. The faces are almost round or slightly oval. As all the 
sculptures of the Pallava school are carved on hard granite, they possess little 
ornamentation and even this ornamentation is not intricate. The themes of the 
Pallava sculptures are mostly divine and mythological. The Pallavas, like the 
Badami Chalukyas produced beautiful divine tableaus in stone carved in large 
niches of the rock-cut shrines they excavated. Besides these sculptures of 
mythological friezes, socio-religious themes and decorative designs were carved 


to suit the architectural ambience of the building. 


A special feature of the Pallava art unique to that school is the carving of 
temples both in cut-in and cutout techniques. Huge granite outcrops found in the 
open fields were selected and they were dressed and carved from outside to give 
the appearance of a structural temple, and those temples were also, again 

excavated inside and the interiors were also finished to look like a cella or a hall. 
Such structures are found at Mahabalipuram and these temples are still standing 
intact braving the ravages of time and weather. In the opinion of the art 
historians, these were carved to serve as models of the contemporary 


architectural forms, for the future generations to follow. 


There is a major difference in the carving of sculptures between the 
Pallava and Badami Chalukya schools of art. It is a known fact that they were 
contemporary schools and they had cultural interaction. Yet, the sculptors 
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maintained a definite tradition of their own in the representation of certain 
themes of mythological incidents. This, particularly, is noticed in the depiction of 
the Mahisamardini theme. The Pallava way of the theme is to depict a battle 
scene in which the goddess, sitting on the lion, encounters Mahisa, in the 
anthropozoomorphic form. The armies of both the parties are also depicted in the 
background. The same form gets gradually transformed into a simplified way of 
depiction found in the sculptures of the later period. In this depiction, goddess 
Durga holding sankha and cakra, stands on the head of a buffalo (Mahisa). These 
two ways of representation of the Mahisamardini theme is referred to as Tamil 


tradition. 
BADAMI CHALUKYA ART 


The sculptural art of the Badami Chalukyas dawned during the beginning 
of 6" century A.D. Almost all the specimens of Badami Chalukyan art are relief 
sculptures- high or low- carved in the niches or the walls or other surfaces of the 
rock-cut shrines and structural temples. The Badami Chalukyan sculptural art 
appears to be more advanced in their techniques and quality of carving than those 
of the Pallava sculptures. The main reason being that the Badami Chalukyan 
sculptural art is very much influenced by the art of the rock-cut shrines of the 
western India. Therefore, in the quality of carving and the wealth of decorative 


designs, the Chalukyan sculptures are superior to Pallava sculptures. 


The Chalukyan sculptures are massive and elaborate in their carvings. The 
reason for making them huge was that the dimensions of the halls in which they 
are sculpted are also large. These sculptures are carved in the huge wall niches of 
the Badami rock-cut shrines excavated at Badami. The medium used was the 


sand stone, which is more malleable and pliable to the chisel. 


The subjects of Badami Chalukya sculptures are religious, mythological, 
socio-religious, decorative, geometrical and non- geometrical, faunal and floral 


themes. Of these, religious and mythological themes dominate in number. 
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These sculptures found in the large niches of the rock-cut shrines have 
very heavy, yet supple body. The ornamentation is moderate. The crowns of the 
divinities are very tall, heavy and parallel sided in their form. Likewise, the 
drapery, particularly, the antariya is also heavy with its long hanging knots and 
tassels on the two sides. The face of the sculpture is oval in nature. Facial 
features are benign or ferocious depending on the episodes carved and all are 
quite expressive in nature. Divine tableaus depicting important incidents of 
Hindu mythology are quite elaborately carved along with the retinue of the 
respective gods and goddesses. The sculptures carved on the ceilings of the rock- 
cut shrines at Badami, particularly, those of the vidhyadharas flying in the air are 
noteworthy for the action and movement of the body amidst the clouds. The 
pleats of the drapery flying in the air, the folds of the body limbs and also the 
angle of the head and torso are all carved to indicate the fast movement of the 
vidhyadhara couple in the sky. The quality of the workmanship indicates that the 
Sculptural art had attained a technical perfection to depict certain abstract things 


like movement, even in the hard medium. 


Another type of sculpture of the Chalukya school of art, are the sculptures 
found on different parts of the temple, like friezes, wall niches, ceiling, etc. 
These sculptures are not as big as those found in the rock-cut shrines. They are 
small in nature, compact in form and physique, and very neat in their execution. 
Though they are relief sculptures, they look almost like the sculptures in the 
round. Examples of such sculptures are found in the niches of Durga temple at 


Aihole. They are known for their beauty of form and exquisite workmanship. 


In the carving of the theme of Mahisamardini, the Chalukya sculptors 
followed a different way than those followed by the Pallavas, The Chalukya way, 
of representation of the theme is that the goddess is depicted as trampling down 
the Mahisa with her right foot, holding his head or horn in one of her left hands. 
Mahisa is represented in the form of a buffalo. As she is multi-handed, 
sometimes, she even holds the tail of Mahisa in one of her right hands. Behind 
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the goddess stands her vehicle, the lion. This method of representation of the 
goddess, begun by the Chalukyas was continued by the Rashtrakutas, Nolambas, 
Gangas and Hoysalas. Therefore, this way of representation is described as 
Kannada/Karnataka tradition. 


The Badami Chalukyan artists prodigally carved relief sculptures on the 
shafts of the pillars of the temples. This type of representation is commonly not 
found in the Pallava school of art. This tradition of carving of sculptures on the 
pillar shafts, almost in the round begun by the Badami Chalukyas was continued 


by the Hoysalas and it even continued during the Vijayanagara period. 


Another noticeable feature of the Badami Chalukya sculptural art is the 
representation of bracket sculptures. The carving of bracket sculptures is as old 
as the time of the Sanchi stipa. The bracket sculptures found on the torana of the 
Sanchi stiipa are datable to the early centuries of the Christian era. The rock-cut 
shrine No. 3 at Badami has bracket sculptures of young couples (Shiva and 
Parvati) as their theme. This tradition gave way to the creation of the 


sdlabhafjika sculptures of the Kalyana Chalukya and the Hoysala schools of art. 


Likewise, the Badami Chalukyas were also experts in the execution of 
beautiful jalavatayanas fixed into the niches of the temple walls. The Badami 
Chalukyas were also the first to carve the divine form of Nataraja, 
Ardhanarisvara, Saptamatrkas and Ganesha. Carving of the sculptures of the two 
nidhis namely, padmanidhi and Sankhanidhi on the doorjambs, is also a 
contribution of the Badami Chalukyan school of art. Badami Chalukyas were 
highly adept in elaborately designing and carving attractive and ornamental 
doorways of the temples. Very good examples of Badami Chalukyan doorways 
are found in the Durga temple at Aihole and Virupaksha and Papanatha temples 
at Pattadakkal. These doorframes consist of multiple vertical sakhas carved 
variedly with faunal, floral, figural and other decorative designs. The pédyas of 


xvii 


the doorway are adorned by the sculptures of the dwarapdalakas, Ganga, Yamuna, 


nidhis etc., and the royal attendants. 


As the Badami Chalukya kingdom was close to the western Indian rock- 
cut shrines and also, as Karnataka (Kadambas) had close ties with the imperial 
Gupta dynasty of the north, the influence from north India was more on the 
architectural and sculptural art of the Badami Chalukyas. Therefore, one can see 
the liberal use of the pirnakalasa motif, representation of the sculptures of 
Ganga and Yamuna on the doorframes or at the entrance, building of nagara 


types of towers found in the Chalukya school of art. 


The rich tradition of sculpting themes of Hindu mythology started by the 
Badami Chalukyas, was ably continued by the Rashtrakutas, Nolambas, Kalyana 
Chalukyas and Hoysalas. 


Certain parts emphasised while giving the details of the Badami Chalukya 
school of art is intentional to show that these features are not found in the Pallava 
school of art. Therefore, the presence of features mentioned above, in the region 


of our study, obviously suggest their origin to the Karnataka tradition. 
NOLAMBA ART 


The Nolambas were a feudatory dynasty, who ruled the area that lay 
between the Tamil and the Kannada kingdoms. As they ruled over the parts 
between Tamil and Kannada speaking areas, the Nolamba art is influenced by 
‘both Tamil and Karnataka traditions. The best of the Nolamba specimens of art 
are datable to 9" and 10" centuries. The Nolambas adopted certain new methods 
and techniques for the construction of temples as well as for carving of 
sculptures. The new method followed by the Nolambas in the architecture was 
the use of a different and fine quality medium for the carving of certain important 
parts of the temple building. For the carving of the doorways, pillars, 
astadikpalaka panel in the ceiling, perforated windows, for one particular stone- 


course of the wall, where the upper part of the pilasters were carved and for the 
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carving of the sculptures, the Nolamba artists used a fine grained stone. This 
stone is the greenish blue basalt, available in the region of their rule. This stone is 
formed of fine grains. It is also hard in nature. Its colour ranges from greyish to 
blackish blue. Because of the fine texture of the stone used, the Nolamba artists 
could achieve the intricacy, beauty and polish in the carving of the art forms they 
created. Nolambas also carved very beautiful and ornate doorways to their 
temples, known for their exquisite quality workmanship. So also the 
jalavatayanas carved by the Nolamba artist. They have attractive figural and 
floral themes. Rajendra Chola I, enamuored by the beauty of the pillars and 
perforated windows of the Nolamba temples, took away many specimens of 


these to his capital as war trophies. 


Nolamba sculptures are known for their quality of workmanship and 
beauty of forms. Nolamba sculptures are more ornate, elaborate and intricate in 
their design and decoration than the preceding Badami Chalukyas and they stand 
between the Badami Chalukya and Hoysala school of sculptural art as far as 
delicacy and detail of carving are concerned. The Nolambas, not only carved 
their sculptures in a very attractive way but also gave lustrous polish to many of 

‘the sculptures they carved. Tall and huge sculptures of Kali preserved in the 
Madras government museum and at the Hemavati museum are good example to 
the superior quality workmanship of the Nolamba artist. These Kali sculptures 
are unique for their form, beauty and size. The size of these sculptures are very 
huge compared to sculptures of other schools of art, carved in the round. The 
way in which these sculptures are carved, their concept and creation prove that 
they are the works of the artists of superior skill, rare to find parallels in any 


school of south Indian sculptural art. 


As stated already, the Nolamba territory lay between the Tamil and 
Kannada powers. Therefore, the traits of both Tamil and Kannada traditions are 
reflected in the Nolamba art forms. The Nolambas carved the sculpture of 
Mahisamardini in the Chalukyan and also in the Tamil tradition. The Chalukya 
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mode of killing the demon is also found and at the same time Durga standing on 
the head of the buffalo is also noticed. Nolamba pillars, many a times, contain 
seated lion motif as found in the Pallava pillars. These lion motifs found are tiny 
and suggestive of Pallava influence. They are carved on the four corners of the 
pillar shaft. The Nolamba temples are often decorated with plinths consisting of 
both the kapdta and the pattika mouldings. Some of the adhisthanas of the 
Nolamba temples have either the kapdta or pattika or both, used alternatively. 


The Nolamba sculptures, in their appearance, have the features of both the 
Pallava and Chalukya schools. Some of the sculptures are slender bodied and tall 
like the Pallava sculptures. Some are heavy and hefty with voluptuous forms 
reminding us of the Chalukya sculptures. The Nolambas, like the Chalukyas, 
preferred to carve certain mythological themes, which are not found in the Tamil 
tradition. These are the carving of the sculptures of Ganga and Yamuna on the 
doorjambs, carving of piirnakalaga motif on the pillar shafts, carving of the nidhi 


figures on the pédyas, etc. 


Another type of decoration of the temple interior followed by the 
Nolamba artist is the carving of the sculpture of astadikpdlakas surrounding 
Shiva, in the central bay of the ceiling of the gidhamantapa. The origin of this 
tradition may be traced to the Badami Chalukyas. Badami Chalukya temples at 
Aihole, Badami and Pattadakkal have the relief sculptures carved in the ceiling 
of the mukhamantapa and the verandah. This feature was adopted by the 
Nolambas and they carved in the ceiling of the giidhamantapa and this feature 
became more popular during the Kalyana Chalukya and Hoysala times. It is to be 
noted here that this is a feature not found in the temples built in the Tamil 


tradition. 
CHOLA ART 


Chola school of art is a continuation of the Pallava school of art. The 


Cholas did not give much importance to the carving of sculptures and other 
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decorative details, connected with the architecture of the temple. In a way, Chola 
art stands for simplicity of carving of both sculpture and architecture. Cholas 
made their building grand in appearance than making them attractive through 
decorative details. The reason also being that the medium being used for 
construction was hard granite. Their temples are the highest in number and also 
grandest in their dimensions. The Cholas have built largest number of temples 
that no other dynasty that ruled south India could build. These temples possess 
minimum number of sculptures that are sufficient for the prevailing Hindu form 
of worship. Therefore, only the dévakdstas of the Chola temples contain 
sculptural carvings in them. No sculptural decoration on the wall or the pillar or 


on the ceiling is found in the Chola temples. 


The Chola sculptures are very simple in their execution. Yet, they are very 
elegant and natural in their form. Both relief and sculptures in the round are 
found. Majority of the sculptures in the round are votive sculptures or the 
sculptures kept in the dévakdsta. The Chola sculptures possess a thin and tall- 
attenuated body with minimal drapery and ornamentation. They are all carved in 
hard granite, hence, the intricacy of the carving is also less. Generally, the 
sculptures wear conical kirita or a karanda mukuta. Ornaments like necklaces, 
kéyura, bangles, anklets, etc., are seen. The lower garment extends up to the 
ankle with neatly arranged pleats and folds. They possess slender and supple 
body. Often they are smoothened and polished also. The face is generally oval 
and reminds us of the Pallava mode of sculpting. The Chola sculptures hold the 
attributes in a natural way. The ends of the two upper hands are normally 
connected to the shoulder through a band of stone, plain in nature, carved in the 


same stone to prevent breaking of the hands. 
HOYSALA ART 


The period of the Hoysala school of art is from the middle of the 11° 


century to the end of 13" century. This was a period of efflorescence of the 


sculptural art of Karnataka. The Hoysalas, who used a soft medium for 
construction of the temples and for the for the carving of the sculptures, made 
their art forms- both architectural and sculptural- exquisitely ornamental, 
delicately carved and intricately chiseled to make them look like the art of ivory 
and wood carvings. Each and every part of the temple or sculpture was bedecked 
with ornamentation and decoration on an unprecedented scale. All these features 
are found in the temples of Hoysalas built in their kingdom and made of 
soapstone. But the temples that were built by the Hoysalas in the hard medium 
like granite do not possess all these features mentioned above. However, an 
imitation of these elements to a certain degree is found in the temples that were 
built in granite, under the patronage of the Hoysalas, both in the heartland as well 
as in the regions outside Karnataka. Our region of study being a part of the 
extension of the Hoysala kingdom in Tamilnadu, possesses a few temples which 
were built under the patronage of the Hoysalas, but by the artists of the native 
land. In these temples, certain imitation of the Hoysala traits are noticed and 


attention has been drawn to such factors wherever they are found necessary. 
VIJAYANAGARA ART 


The art of the Vijayanagara period is a continuation of the tradition 
followed both by the Tamil and Kannada schools. But the former dominates the 
latter in most of the art specimens of this school. Like the Cholas, the 
Vijayanagara artists also paid attention more for making the temples magnificent 
through their size, than making them aesthetically attractive in their appearance. 
The medium used for the construction of temples, ‘1.e., granite, also did not 
permit them to make their temples beautiful through decorations. Therefore, 
Vijayanagara school of art is known more for the monumental grandeur than for 


its decorative details. 


The sculptural art of the Vijayanagara period, as said earlier, reflects more 


Chola traits in its depiction. The sculptures are simple and to a certain extent 
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lifeless. The natural beauty and elegance of body and form, found in the Chola 
sculptures is not found here. Though they contain all the morphological features 
of the Chola sculptural art, the depiction of the feelings, emotions and suppleness 
of the body, softness of the skin and such other superior aspects of sculptural 
depiction are not found in the Vijayanagara sculptures. The sculptures have 
unnatural anatomical forms, which are particularly noticed in the depiction of 
female sculptures. The breasts of the women are represented in a hemispherical 
form. They are too artificially raised up. The facial features are also not elegant. 
They have wide-open eyes with eyebrows bent like rainbows. The ridge of the 
nose is very sharp and prominent. The nostrils are rising up and protrude 
prominently. The tip of the nose is pointed. The lower lips are everted and the 
chin is round and prominent. These features make the sculpture very artificial 
and unnatural in their form. The drapery of the sculptures is not heavy. The 
pleats are neatly folded and arranged. Sometimes they are decorated with flowers 
and checkered pattern. Some of the minor divinities and attributes of the gods 
gain popularity and begin to appear in the form of sculptures during the 
Vijayanagara period. They are the sculptures of Virabhadra, Hanuman, 
tripundra, Sankha, cakra etc. The last of these motifs appear separately and 
prominently as the logos of the Srivaishnava religion during the Vijayanagara 


period. 


Architecturally also, the temples of the Vijayanagara period appear 
distinctly different due to the construction of certain architectural members. 
These are mainly the pillars used in Vijayanagara style. Pillar types like 
vydlakanta and samyukta stambha are the creations of the Vijayanagara artists. 
They used the citrakhanda and kdstastambha type extensively, which were the 
designs created by the preceding Chola and Hoysala schools of art. The 
Vijayanagara artists liberally used brick and mortar in the construction of the 
prdsGdas of the gdpura and also the prasddas of the vimana, and parapet and its 


various other parts. 
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CHRONOLOGY 


A note regarding the chronological framework often mentioned in the 
body of the text is necessary here. It is often mentioned, while giving the 
chronology of the temples, that they belong to the Nolamba period, the Chola 
period, the Hoysala period, etc. An explanation regarding what these periods 


indicate in the general chronology of the history is given here: 
i) Pallava period- from 600 A.D. to 900 A.D. 
ii) Nolamba period- from C. 850 A.D. to C. 980 A.D. 
iii) | Chola period- from C.980 A.D. to C. 1336 A.D. 
iv) Hoysala period (overlapping with the Cholas) — from C.1250 A.D. 
to 1336 A.D. 
v) Vijayanagara period- from 1336 A.D. to C.1650 A.D. 


Expressions like early, medieval and later periods are also made in the body of 
the text. In such cases, early period refers to the Pallava, Nolamba and the early 
Chola (1100 A.D.) period. The middle period refers to period from 1100A.D. to 
1336 A.D., and the later period refers to the period from 1336 A.D. to 1650 A.D. 
The post Vijayanagara period refers to the period after C.1650 A.D. 


CHAPTER-I 
HISTORICAL BACKGROUND 


Salem region was ruled by various dynasties. The borders of Gangavadi 
and Kongunddu lay in the Salem region. The Attur region belonged to the 
Magada mandalam. Therefore, this region was a meeting point of various 
kingdoms at different points of time. For better understanding of this, a study of 


the political history is necessary. 
PREHISTORY 


Salem is a region of notable culture and antiquity. The pre-history of 
Salem begins with Neolithic age. Many Neolithic tools have been found in Salem , 
and Dharmapuri districts. Even to this day it is a practice among many tribes to 
keep Neolithic tools under the trees and worship them. The report of Robert 
Bruce Foote about the Neoliths of the Salem region mentions “The workmanship 
of average Celts on Shervaroys is much better than that observable in the average 
Deccan specimen, that it is impossible not to be struck by it and to speculate on 
the cause of the great difference observable is that the southern Neolithic people 
lived in much more peaceful times and had the leisure to finish off their 
implements much more completely. The types of Neolithic weapons and tools 
occurring in the Salem district and Deccan agree so closely and can only 
conclude that the people in both region were, if not actually members of the same 
tribe, at any rate of exactly on same level of civilization”. According to Allchins, 
the third phase of Neolithic period covered the entire peninsular India except 
Kerala. According to him, this culture flourished between 1390 to 200 B C 
(Carbon-14 dating) 


There are references to the existence of Megalithic burials here. These are 


called pandu kuli, padu kuli, vader kudi, kurumba kudi etc. Varieties of simple 


cists and Dolmenoid cists are found in this region. Adhiyamankottai of 


Dharmapuri district has some good specimen of Megalithic burials. 
SANGAM AGE 


In the Sangam literature, many references are found about Kongu. Though 
the names of chiefs or rulers are not mentioned, it tells about some Kongarké i.e. 
ruler of Kongu people, who was defeated by Cheias. The early polity of this 
region is not clear. It can be ascertained from Sangam literature that this region 
was rich in natural resources and the three kingly powers, i.e., Cholas, Cheras 
and Pandyas, wanted to establish their supremacy over this region. There were 
frequent wars between the three powers and Cheras seem to have succeeded in 


establishing their supremacy over the region. 


The Kosaras, Kongars and the Malavars are the three tribes mentioned in 
the Sangam literature as inhabitants of this region. These three tribes seem to 
have maintained friendly relationship with the three powers, i.e., Cholas, Cheras 
and Pandyas and must have assisted them in their aia It is observed that 
“Kongar” is referred always in plural. This probably means that it was a tribe and 
not a lineage. These Kongars seemed to have fought battles against the Cholas, 
Pandyas and Adhigamans. They had conflicts with minor chiefs like Ay-andhiran 
and Palayan. But there are no references of Kongars having fought against 
Cheras. Cheras had the epithets such as Kongarké and Kongarnddagapadutta, 
showing their supremacy over Kongars. References to Kongars rejoicing over the 
death of an Adhigaman ruler is also found in Sangam literature. Pasumpon 
Pandya claims to have won over this Kongars and captured their territories. 
Kongars seem to have supported Cheras in their battles against Adhiagamans. 
Kongars also had a good command over the maritime trade of those days, which 
instigated the Cheras to ally themselves with Kongars. A mention has to be made 
of Ori of Kollihills. He has been praised in works like Puram and Nannirai of 


Sangam age. He had the titles of Valvilvethunan and_ Kolliporunan. 


Vavilvethunan means a person who wields the powerful bow. He was a tribal 
chief of Kollihills. Ori is said to have been killed by Kari of Malayaman 
chiefdom. The only dynasty that is mentioned in the Sangam literature for which 


epigraphical evidence is available is the Adhiyaman dynasty of Tagadur. 


Before discussing the history of the region in detail, a note on the 
boundaries which formed the region of the present study is identified. Salem 
region, as indicated earlier, comprises the modern districts of Salem, 
Dharmapuri, Namakkal and Krishnagiri. The modern district of Salem except 
Attur taluk and parts of Namakkal were part of Kongunadu. About twenty Nadus 
like Selanaddu, Partipallinddu, etc., of Kongu kingdom have been identified in 
these districts. Tiruchengode and Rasipuram have maximum number of 
inscriptions pertaining to Kongu dynasty in this region. Attur was part of 
Cholanaddu. The Magadanadu which was ruled by later Banas, was in the Attur 
region with their capital at Aragalur. This was later included in to the Chola 
territory. The Pandyas also established their supremacy for a short period. Rule 


of these dynasties will be discussed later in this chapter. 


The Dharmapuri region comprising of Puramalai nddu, Tagadur nddu and 
"Masinda nddu was under the rule of Banas till the Gangas established supremacy 
over the region in 9" century. The Nolambas ruled this region on behaif of the 
Gangas. Later the Nolambas ruled this region till about 980A.D. After this the 
Cholas under Raja Raja I led an expedition up to Talakadu and brought the entire 
Gangavadi and Nolambavadi under his control. Chola supremacy over this 
region continued till Hoysala Vishnuvardhana won over the Cholas. 
Vishnuvardhana not only drove away the Chola power but advanced till the 
heartland of Salem region. An inscription at Modur dated 1116 A.D., mentions 
about Vishuvardhana’s Dandanayaka who was equal to his master in prowess. 
From this date Hoysalas had complete control over this region and during the 
time of Narasimha I it was extended up to Tiruchinapalli. After the partition of 
Hoysala kingdom in 1252 A.D., this region came under the control of 
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Ramanatha. By 1272 A.D., southern portions of Salem region were conquered by 
Jatavarman Sundarapandya and for nearly about a quarter century, these parts 
were under the control of Pandyas. Thus, it is observed that the boundaries of 
Nolambavadi, Kongundadu, Gangavadi, met in this region. This region was 
subjected to the rule of all these Dynasties. With the shift of power, this region 
was included in the boundaries of the respective kingdoms of Karnata and Tamil 


powers. 
NADU DIVISIONS FOUND IN SALEM REGION 


‘The region was divided into nddus for the convenience of administration. 
It is observed that even smaller divisions which formed a part of the na@du were 
also called a nadu, eg: Nadalvanadu was a major division in Kongunadu, which 
comprised of Parthipallinadu, Elurnadu and Selanadu. By 13” century, 
epigraphical records mentioning Parthipallinddu as a division of Selanaddu are 
found. Major nadu divisions found in epigraphs have been mentioned here. 
Elurnadu was a division comprising of Kolli hills. Selanadu included 
Rasipuranadu, Parthipallinddu (Tiruchengode taluk), and Vallavariyarnadu. 
Puvaniyanadu was a division comprising of Omalur, Shankagiri and parts of 
Tiruchengode taluk. Tiruchengodenddu is the present day Tiruchengode town. 
Valarpurnadu was situated in the Kolli range. The above-mentioned Nddus 


formed a part of Kongunadu. 


Na@du divisions mentioned in the epigraphs of Dharmapuri and Krishnagiri 
districts were Kadathurnadu, Virivinadu, Tagadurnadu, Puramalainadu, 
Masandinadu and others formed a part of Ganganadu. It is notable even to this 
day many places have retained these original names. When Cholas conquered 


this region it came to be known as Nigirili Cholamandalam. 
HISTORICAL PERIOD 


After the Sangam age till the commencement of Pallava rule in about 5 


century A.D., a vacuum is noticed in the history of Tamilnadu. Likewise, tracing 
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the history of Salem region from 3™ century A.D., till 7" century A.D., is very 
difficult. Lack of epigraphical sources and contemporary literary sources has 
made this study controversial and confusing. The history of this region has been 
formulated by early scholars in the Kongu studies on the basis of a literary work 
of 16" century ‘Kongudesha Rajakkal’. As this work is of a very late period it is 
very vague while describing the early rulers. Arokiaswamy in his work The 
Kongu Country relies upon this chronicle and tries to form the history of Kongu 
country from 3" century A.D. to 7" century A.D. He mentions that this region 
was ruled by Rattas between 250 A.D. and 405 A.D., He gives a genealogy of 
kings from Veeraraya Chakravarthy to Trivikrama. But the Saka era mentioned 
in ‘Kongudesha Rajakkal’ as Saka 4 for Govinda and Saka 100 for Trivikrama is 
highly unbelievable. Moreover, the capital of this dynasty was supposed to be 
Vijayaskandapuram which is yet to be identified while many places have 
retained their original names. For instance, the reference of Tagadur is found in 
Sangam literature and the same name can be found in the inscriptions of 12" and 
13" centuries too. Whereas, the name Vijayaskandapuram or its derivative giving 
nearer meaning is not noticed at all. Moreover the claim made by Kongu 
historians regarding the Gangas ruling from 405 A.D. from the same capital is 
also unconvincing. The Kongu historians further try to trace the origin of 
Rashtrakutas to Rattas. This again is controversial. As history cannot be formed 
based on just a literary work of a very late period, these views have been 


dismissed. 


If the Ratta rule is totally dismissed it can be inferred that the region also 
might have been controlled by Kalabhras for a short period. Many references to 
these Kalabhras are found in the inscriptions of Pallavas and Pandyas of 5" 
century AD. Scholars equate the Kalabhoras mentioned in the Halmidi 
inscription to these Kalabhras. By this, a conclusion can be drawn that they 


dominated the political scenario during 3° and 4" centuries. 


Earliest known ruling Dynasty of this region through epigraphs is 
Adhigaman dynasty. The Sheshashayi cave of Namakkal has four major 
inscriptions and nine single line inscription of titles of Adhigaman kings. The 
word ‘Athiya’ occures five times in four Inscriptions as Athiyanatha vishnu 
griham, Athiakula, Athiyendranam, Athianvaya , Athiyendra vishnu griham. 
‘Athiya’ is Sanskritised form of Tamil word ‘Adhigaman’ or’Adhiyaman’ 
according to K.R. Srinivasan and P.R. Srinivasan. Paleographically the grantha 
script used in this inscription co-relates to the inscriptions of Pallava 
Narasimhavarman II and has been dated to 7" century. According to K.R. 
Srinivasan and P.R. Srinivasan the name of the king is Gunasheela. Even the 
titles carved over the pillars resemble the Pallava titles very closely. But these 
inscriptions do not mention their capital as Tagadur. This is known only through 
literature. Sesha Iyer asserts that Adhiyaman chiefs are to be equated with 
Satyaputras of Ashokan inscriptions. K.A. Neelakanta Shastry also agrees with 
Sesha Iyer. Nagaswamy mentions about a Brahmi epigraph from Jambai near 


Tirukkovilur that reads “Satyapto Atiyan niduman aniji itta pali”. 
BANAS 


The region was also ruled by Banas, Gangas and Nolambas. Banas are one 

of the earliest ruling dynasties of the south. Their reference as early as 3" and 4" 
century AD can be found. They were the subordinates of Pallavas. Even Halmidi 
inscription mentions these Banas. According to T.V. Mahalingam, Banas started 
their career in about 4" century A.D. from Kolar and they were the subordinates 
of Shatavahanas, after whose decline they turned to (allegiance) the Pallavas. 
They seem to have ruled over the Magada Mandalam comprising the areas of 
Anantapur, Chittor, Kolar, Harur in Dharmapuri and Attur in Salem. Their 
Capital was Aragalur, which is situated in Attur. They ruled the region under the 
name Perumbanappadi. They had continuous conflicts with Gangas. Gangas, 
with the assistance of Nolambas, seem to have overpowered Banas. The Gangas 
allowed the Nolambas to rule over the Bana region. The references of Banas as 
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feudatories can be seen in the inscriptions of Ganga Sripurusa. The notable and 
frequently mentioned names of these rulers are Mahavali Vanarayar and 
Perumbana Mutraisars. These Banas were completely rooted out by Mahendra, 


scion of Nolamba dynasty. 
GANGAS 


As_ observed earlier, modern Dharmapuri and Krishnagiri districts 
belonged to Gangavadi. Many inscriptions of 7" and 8" centuries mention that 
Tagadurnadu and Puramalainadu were sub-divisions of Gangavadi 6000. This 
establishes the fact of Ganga suzerainty over this region. Gangas, during the rule 
of Durvinita extended their empire southwards winning over the regions of 
modern Salem and Tiruchengode which formed a part of the Kongu country. By 
7 century A.D., Gangas had control over Kongunadu. Scholars like 
Arokiaswamy and Vishvanatha trace the origin of Gangas to Kongu cuuntry. 
Again the sources for their conclusion are ‘Kongudesha Rajakkal’. Arokiaswamy 
mentions that Rattas were succeeded by Gangas who later shifted their capital to 
Talakadu. There is no epigraphical evidence for this. Even the dates given by this 
scholar are incorrect. He opines that Durvinita was a contemporary of Pulakeshi 
II and ruled between 610A.D. to 655A.D. as against the dates 585A.D. to 
600A.D, which has been drawn on epigraphical evidences. Vishvanatha argues 
that Gangas originally belonged to Kongu region on two grounds. He opines that 
the name Kongunivarma, which was an epithet of Ganga rulers, was used to 
show their affiliation with Kongu ruler and Gangas were the continuation of 
Kongu dynasty. B. Sheik Ali observes that this epithet Kongunivarma has been 
variously used as Konginivarma, Kongunivarma and Konkanivarma. He states 
that this epithet was used to denote their victory over Konkan region. But it has 
to be mainly observed that the indigenous Kongu rulers used the epithet like 
Rajakesarivarman, Parakesarivarman, etc., which were the epithets used by 
Pallavas or Cholas who held supremacy over the region. Therefore it is difficult 
to believe that when the indigenous rulers themselves did not use the epithets of 
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their nativity how could a clan which had branched out from the main stream 
carry such epithets. Vishvanatha further argues that Talaghat which belonged to 
Kongu region got its name because it was the lower region of ghats. Likewise, he 
feels that Gangas were inspired by this and named their capital Talakadu. 
M.V.Krishna rao mentions that the Kongu country was the southern boundary of 
Gangavadi 96000. Therefore it can be inferred that for a short period, the Gangas 
extended their empire southwards and ruled it. Further, Arokiaswamy mentions 
about a clan called ‘Kongu Gangas’ who ruled this region after Kongunivarman 
III. As there are no epigraphical records supporting this view, the idea becomes 


invalid. 


Though copper plate inscriptions of Durvinita mentions that he won over 
Kongu region, epigraphical references pertaining to Ganga rule over the region 
can be seen only from the period of Shivamara I (679A.D. to 725 A.D.).The 
inscriptions found in Dharmapuri and Krishnagiri acknowledge Shivamara I as 
the ruler of the region. There are innumerable inscriptions belonging to 


Sripurusha (725A.D. to 788 A.D.), grandson and successor of Shivamara. 


After Sripurusha’s time, there was a feud between the brothers Shivamara 

II and Duggamara for the Ganga throne. In this period, the Rashtrakutas who 
were emerging as an imperial power were ambitious to extend their power on all 
sides. Again, even in the Rashtrakuta kingdom there was a fight for supremacy 
over the thrown between Govinda II and Dhruva. Eventually, the Gangas were 
involved with Rashtrakuta polity, which ended in Shivamara’s imprisonment by 
the Rashtrakutas. Hence, it is difficult to ascertain Ganga power during this time 
in Salem region. After the restoration of Ganga power to Shivamara, he seems to 
have ruled quite effectively. After this, confusion appears to have developed in 
Ganga polity which resulted in the formation of a collateral branch of Gangas. 
Pritvipathi I who branched out from the main line also had an eye over Kongu 
region of Ganga kingdom. But the Gangas of the main line continued to have 
hold over Kongu region. Though Pritvipathi was assisted by Banas and 
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Vaidumbas, it is not clear from where he planned his moves. Between 817 A.D. 
and 869A.D., two rulers from the main line of Ganga dynasty have ruled this 
region. During this period, there was a matrimonial alliance with their 
feudatories, Nolambas. During the rule of Rachamalla IJ, Nolambas under 
Mahendra I, had gained supremacy over Dharmapuri region. Rachamalla’s rule 
ended in 907A.D., but there is a scarcity of Ganga inscriptions in this region 
which makes it difficult to ascertain about the Ganga rule at this period. When 
Cholas, during the period of Raja Raja I, defeated Gangas and won over the 


entire region, the Salem region was merged into “Nigirili Cholamandalam”. 
NOLAMBAS 


Nolambas who traced their origin to Pallavas were ruling Nolambavadi 
with their capital at Hemavathi in the modern Ananthapur district. Noalambas 
Ruled from about 750AD to 1054AD over province called Nolambavadi-32000. 
Ganga-6000 or Gangavadi, which extended over the Dharmapuri and Salem 
districts was a part of Nolambavadi province. By about 850AD the Nolambas, as 
the feudatories of the Gangas, ruled over Ganga-6000 province. From then on 
this province was a bone of contention between the Nolambas and the Banas. 
Nolamba king Mahendra, after defeating the Banas, even obtained the title 
‘Mahablikula Vidvamsaka’. Mahendra I, taking advantage of his relationship 
with Gangas, seems to have ruled independently. Like his father, Mahendra I 
also had married Ganga princesses by name Gamabbe. Nolambas have also 
contributed culturally in this region. Apart from Kamakshiamman and 
Mallikarjuna temples which retain original forms to some extent, there are 
various examples of Nolamba sculptures in this region. The friendly terms 
between Gangas and Nolambas turned in to hostility when Mahendra tried to 
become independent and extended the boundaries of Nolambavadi. Though there 
seems to have been no misunderstanding between Rachamalla II and Mahendra I, 
the rivalry between Rachamalla’s brother Butuga and his son Nitimarga 
Ereyappa with Nolambas seems to have persisted. Nolambadhiraja Mahendra 
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seems to have been killed by Nitimarga Ereyappa who had obtained the title 
Mahendrantaka. After this defeat, though it can be assumed that Gangavadi was 
reoccupied by Rachamalla, Nolambas still continued to have control over 
Dharmapuri region. During last decade of 10" century, Raja Raja I, invaded’ 


Nolambavadi. 


From the date of Raja Raja’s victory, Nolambas became the feudatories of 
Cholas. They seem to have continued feudatories of Hoysalas too and assisted 
them in the administration of Tagadurmadu. An inscription form Kambainallur 
mentions Madurantakaveera Nolamba who was the feudatory of Veera 
Viswanatha. This shows that even during 13" century, Nolambas administered 


the Tagadurnddu as feudal chiefs. 
CHOLAS 


The last decade of 10" century faced a period of confusion in the history 
of south India. This confusion had direct and indirect influence over this buffer 
region. In Tondaimandalam the Pallava power was declining while Cholas were 
trying to establish their supremacy. Both Pandyas and Cholas were trying to gain 
hold over the Kongu region. The Rashtrakutas power in Karnataka had declined. 
The Ganga power had reached its zenith under the able rule of Marasihma II had 
also collapsed due to the death of Marasihma. At this point of time, the fringe of 


Kongunadu which was under the control of Gangas was taken over by Cholas. 


Though some scholars opine that Chola Aditya I had won over the Kongu 
region, the Chola rule in Salem region can be traced from Parantaka I rule. 
Epigraphs from Bommasamudram (Namakkal taluk) mention Parakesarivarman 
Parantaka I and dates of these inscriptions are from his 10" reignal year to 40" 
reignal year. This corresponds to 917A.D. to 947A.D. Parakesarivarman 
Parantaka I inscriptions of Salem Shukavaneshwara temple are issued between 


his 2" and 6" reignal years corresponding to 909A.D. to 913A.D. Some of the 
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inscriptions in Tiruchengode Ardhanarishwara temple are also issued during his 


rule. Not much is known about his successor Gandaraditya’s rule. 


Gandaraditya was succeeded by his brother Arinjaya who was succeeded 
in turn by his son Parantaka IJ Sundarachola. An _ epigraph from 
Bommasamudram of his 17" re gnal year refers to him as Arinjaya Parantaka 
alias Raajasekaravarman. Aditya II Karikala, the elder son of Parantaka IJ 
Sundara Chola took active part in the Chola campaigns and during the 5" year of 
Parantaka If Sundara Chola’s reign, he was coronated as Yuvardja. \t is 
interesting to note that an inscription from Belur (Salem district) mentions this 


prince. 


After the untimely death of Aditya II Karikala, Madurantaka Uttama 
Chola, son of Gandaraditya and uncle of Sundara Chola ascended the Chola 
throne. Uttama Chola was a devout person and not interested in campaigns and 
administration. Due to circumstances he took charge of Chola kingdom till 
Rajaraja | came of age. The Arrapallishwarar temple has inscriptions issued by 
Uttama Chola and his mother Sembiyan Mahadevi between the regnal years 10 
to 16 corresponding to 980 A.D. to 986 A.D. 


Rajaraja I was the greatest among the Chola rulers. He was the second son 
of Parantaka II Sundara Chola and the brother of Aditya II Karikala. He ascended 
the throne in 985 A.D., and took the Chola glory to its pinnacle. In the words of 
Neelakantha Shastri, “We enter upon a century of grandeur and glory of the 
dynasty of the Cholas”. He had the title Rajakesari Varma which is frequently 
referred to in his inscriptions. The inscriptions in the Shukavaneshwara temple of 
Salem were issued from his 3™ to 5" regnal years i.e. 988 A.D. to 990 A.D. This 
confirms that Rajaraja I continued to possess control over the region over which 
his father had established supremacy. The Tiruchengode Copper Plate grant 
issued in his 13" ruling year mentions the Nddu divisions and the regions under 


his control. The same is furnished by yet another grant from Tiruchengodu issued 
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in his 16" regnal year. By this, it can be known that by 1001 A.D., Rajaraja 
Chola had complete control over the Kongu region and he had also gained 


control over the region which was previously held by the Gangas. 


The Cholas won over the Gangas during the reign of Rakkasa Ganga (985 
A.D. - 1022 A.D.). After winning over Gangavadi-96000, initially, Rajaraja I 
allowed Rakkasa Ganga to continue as a feudatory king but the provincial 
governors were replaced by Chola viceroys. An inscription in Kolaramma 
temple, Kolar dated 992 A.D. corroborates this fact. It can be inferred that one of 
the routes taken by the Cholas in their campaign must have been Harur in 
Dharmapuri district. Inscriptions of Rajaraja I seem to be concentrated in the 
Harur taluk. Inscription from Mallapuram dated to his 14" regnal year and 
inscriptions from Mottupatti and Pattukanampatti of his 25"" regnal year i.e. 1010 


A.D. establish Chola supremacy over this regicn. 


Rajaraja I’s son, Rajendra Chola started his career as a Yuvardja and 
assisted his father very efficiently till his accession as an imperial monarch in 
1014 A.D. As many as 20 inscriptions issued during his reign can be found in 
Salem region. He is referred to as Parakesarivarma. Inscriptions at 
Mallasamudram and Uttamacholapuram were issued when he was a Yuvardaja, 
which mentions his 2" regnal year as a Yuvardja and the 29" regnal year of 
Rajaraja I. About five inscriptions from Thirthagirishwara temple at Thirthamalai 
(Harur taluk) were issued in his 4" and 5" regnal years. Inscriptions at Nenjai 
Edaiyar which were issued between his 7" and 17" regnal years (A.D. 1019-A.D. 
1029) and inscriptions from Parutthipalli issued in his 16" regnal year establish 
his control over the parts of Salem which belonged to Kongunddu. There are a 
few hero stones in Harur taluk, which mention his 12", 19'" and 20" regnal years 
from Menasi, Parikaram and Kerekodahalli respectively. The Papparapatti 


inscription mentions his 22™ regnal year (A.D.1034). 
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After the rule of Rajendra, till the accession of Kulotthunga I in 1070A.D., 
there seem to have been some confusion in Chola polity. There are one or two 
inscriptions which mention Rajadhiraja | who succeeded Rajendra Chola. From 
the period of Kulotthunga I, Chola rule is again found in Salem region. There are 
nearly twelve inscriptions assignable to Kulotthunga I’s rule issued between his 
3" and 34" regnal years. These inscriptions are spread over in the region between 
Kokkarayanpet in Namakkal district and Hosur in present Krishnagiri district. 
Inscriptions from Devarkunadani (Vepanapalli taluk, Krishnagiri district) were 
issued in his 3" regnal year. This shows he had control over this region from the 


early years of his rule. 


Some parts of Chola kingdom were lost to the Hoysalas during 
Kulotthunga I’s rule. Vishnuvardhana, who took over Gangavadi in 1115 A.D. 
after driving away the Cholas, seems to have chased the Cholas till the heartland 
of Salem region. This is the reason for the absence of Kulotthunga’s inscriptions 
after his 34" regnal year. His successor Parakesari Vikrama Chola tried to revive 
the lost Gangavadi and seems to have had supremacy over Ganagavadi 6,000 for 
a very short period. Two epigraphs issued in his 13" regnal year, that is, i.e. 
1131A.D., are found in Sukkampatti (Salem district) and Kambainallur (Harur 
taluk, Dharmapuri district). Not much is known about his successor Kulotthunga 
II’s rule in this region except for his two epigraphs found in Shivaneeshwara 
temple at Chinthalpadi (regnal year-1=1131A.D.) and Kamakshiamman temple 
at Dharmapuri (regnal year-12=1145A.D.). 


Kulotthunga III, who ascended the Chola throne in 1178A.D, put great 
efforts to reconsolidate Chola power in its lost dominions. There are as many as 
30 inscriptions of this ruler in this region. The earliest inscription issued in his 5 
regnal year (1183 A.D) is found in the Ekamranatha temple at Tadavur (Attur 
taluk-Salem district). Last, dated inscription of Kullotthunga III from this region 
is found in Kamanatheshwara temple at Aragalur (Attur taluk-Salem district) 


issued in his 35" regnal year corresponding to 1213 A.D. 
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The last known Chola ruler in this region is Rajaraja III. There are 
inscriptions issued between his regnal years four i.e. 1220 A.D. till his 26" regnal 
year i.e. 1241 A.D. But he was more or less controlled by the Hoysala monarchs. 
From the period of Kulotthunga I, till Rajaraja III, there was a frequent shift of 
power between the Hoysalas and Cholas in this region. This was the period when 
Hoysalas interfered and actively participated in Chola and Pandya politics. They 


maintained a balance of power in this region. 
HOYSALAS 


The Hoysalas, who started their carrier at Soseyur, came to dominance 
during the period of Vishnuvardhana. Vishnuvardhana’s career as a monarch 
started in 1106 A.D. This was the period the Chalukyan king Vikramaditya VI 
was ruling the northern part of Karnataka. Whether it was the respect for the 
Imperial king, vr fear, Vishnuvardhana neither challenged Kalyani Chalukyas 
nor tried to extend his kingdom northwards. He was humble enough to call 
himself a “mahdmandaléswara” and did not carry any epithets like “cakravarti”. 
It was he who made Hoysala power recognizable. He was a great warrior and 
lead campaigns towards south. He has the glory of re-establishing the Karnata 
power over Gangavadi-96000, which was under Chola control for more than a 
century. Inscriptions of Vishnuvardhana praise him as having won over 
Kongalvas and refers to him as “Talakadugonda”. This shows _ that 
Vishnuvardhana had not only defeated the Cholas but had extended his 
supremacy over some parts of Kongunad. There is not much of evidence to show 
Vishnuvardhana’s rule in Salem region. An inscription from Modur, Dharmapuri 
district, speaks about a viceroy of Vishnuvardhana who sets taxes for marriage 


and other rituals as ordered by the King. 


Vishnuvardhana was succeeded by his son Narasimha I, whose period was 
quite uneventful. But he claims to have won over Rajendracholamandalam i.e. 


Salem and Coimbatore districts. Probably after the death of Vishnuvardhana 
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some feudatories must have rebelled and tried to become independent. 
Narasimha I must have put down these rebellions with the help of his loyal 


Samanthas and able Dandanayakas. 


The glory of Hoysalas reached its zenith during the rule of Veera Ballala 
II who ruled between 1173 A.D. and 1220 A.D. he declared independence and 
called himself “cakravarti’. As he was busy in wars with the Yadavas and 
Kalyani Chalukyas he probably did not concentrate much on Chola dominions. It 
was during this period that Kulotthunga III’s rule in Salem region can be noticed. 
During his last years of rule, in almost 1217 A.D., Ballala engaged his son 
Narasimha II to check the Chola power and instigated him to take the Hoysala 


army into Tamilnadu. 


Narasimha II, who came to power in 1220 A.D., was a valiant warrior and 
able ruler. It was during his period that the Hoysalas actively participated in 
Tamil politics. When Kulotthunga III appealed for Hoysala help against the 
Pandyas, the Hoysalas not only assisted them in military but also had a 
matrimonial alliance. Narasimha’s sister Somala Devi was married to 
Kulotthunga III. Later Narasimha gave his daughter to Rajaraja III, son of 
Kulotthunga III. This alliance made it easy for the Hoysalas to establish 
supremacy in Tamil region. He also assumed titles like 
“célarajyapratisthapanacarya”. Narasimha II won over the Banas of Magada 
kingdom, who had their capital at Aragalur, Attur taluk of Salem district. He also 
won over Adhiyamans and the Kadavas. He extended his kingdom as far as 
Srirangam. Narasimha II bifurcated the Tamil territory from Taramangalam in 
Salem district to Tirumanjeri and appointed his son Someshwara as provincial 
governor. Two epigraphs of Veera Narasimha II are found in Salem region. One 
inscription is found at Penneshwara temple at Penneshwaramadam issued in his 
15" regnal year i.e. 1235 A.D. The second one is from Adhiyaman Kottai issued 


in his 17" regnal year corresponding to 1237 A.D. 


Veera Someshwara ascended the throne in 1235A.D., but his career 
started as Yuvardja by 1233 A.D. itself. Someshwara’s rule over the Tamil 
country is very significant. He built a capital named Vikramapura (modern 
Kannanur in Tiruchirapalli district) and started ruling from there. Even after the | 
death of Narasimha II he continued to rule from Vikramapura. Though 
Dwarasamudra continued to be the main capital, he continued to govern from 
Vikramapura as it was convenient for him to participate in Tamil politics. But for 
a short period he seems to have ruled from Dwarasamudra also. Dr. Settar opines 
that his period marked the decline of Hoysala dynasty. The Hoysala kingdom’s 
width had reached its maximum during Narasimha II’s rule, which had to be 
taken care of by Veerasomeshwara. He, with the assistance of loyal and able 
dandanayakas, governed the kingdom. He built the Hoysaleshwara temple at 
Kannanur. There are about a dozen of Veera Someshwara’s inscriptions in Salem 
region. Earliest of them is from Mallanur issued in his an regnal year i.e. 1235 
A.D. The later part of Someshwara’s life seems to be a bit unpleasant. There was 
a dispute between his sons Narasimha III and Veera Ramanatha regarding the 
accession of the throne. Veera Someshwara also seems to have been ailing from 
some disease. Inscriptions of Someshwara found in Penneshwaramadam and 
Chinthalpadi mentions that donations were made by his dandanayakas for the 
health and longevity of the King. Someshwara had continuous conflicts with the 
Pandyan Kings who were trying to establish their supremacy over Kongundadu. 
Some Pandyan inscriptions can be found during regnal years of Someshwara. 
Jatavarman Sundara Pandya was the contemporary of Veera Someshwara. 
Another important event that took place in Someshwara’s reign was the partition 
of the Hoysala kingdom in 1252 A.D. The homeland of Hoysalas with 
Dwarasamudra as its capital was taken over by Narasimha III and the Tamil 
regions of Kolar, Salem, Coimbatore and others came to be controlled by 
Ramanatha. Even after the partition of the kingdom Someshwara survived till 


1254 A.D. 


Though there were not many achievements, Ramanatha’s rule was very 
significant. His rule lasted for almost 45 years till 1299 A.D. He was a close ally 
of Rajendra Chola III. He had the title “rajakkal nayani”. Ramanatha lost some 
portions of his kingdom to the Pandyas, who won over the entire Kongu. During 
Ramanatha’s rule, Vikramapura got considerable importance as commercial 
centre. Many weaver families migrated from the Hoysala homeland to this 
region. An inscription at Kargudi Kailasanatha temple issued in his 11" regnal 
year corresponding to 1266 A.D. mentions that the temple was built by a guild of 
merchants with the permission of Ramanatha. The Kailasanatha temple at 
Taramangalam is another important temple consecrated during his rule. 
Ramanatha used to fight against his brother to gain some portions of the Hoysala 
mainland to compensate the loss he incurred in the southern region. More than 
twenty inscriptions mentioning Ramanatha’s rule in Salem are available. He 
established another provincial capital at Devarkundani (Vepanapalli Taluk, 
Krishnagiri Dist.). Remains of the old fort and a few dilapidated temples can be 
seen even today. He was a staunch Shaiva and patronised and generously 
donated for many Shaivite temples in Salem region. Though Ramanatha’s 
inscriptions are found in 1298 A.D., there are also inscriptions of his son Vira 
Vishwanatha dated 1297 A.D. It can be inferred that he, like his predecessors, 


ruled along with his son 


Ramanatha’s son Veera Vishwanatha had a very insignificant rule. He 
ruled only for two years from 1297 A.D. to 1299 A.D. Only five inscriptions of 
Vira Vishwanatha from Hosur, Devarakunadani, Barur and Kambainallur issued 


in 1297-98 A.D are noticed. 


Veera Ballala III was the last ruler of Hoysala dynasty, who was an able 
and efficient ruler. He ruled for more than half a century. He ascended the throne 
in 1291 A.D. and by 1299 A.D., he consolidated the divided kingdom. He went 
as far as Tiruvannamalai and frequently visited Kanchi for religious purposes. 
Records of Veera Ballala III can be found in Hosur and other parts of Salem. The 
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most unfortunate incident in Veera Ballala’s rule was the Muslim invasion. 
When he was busy dealing with the Pandyas in Kongu region, his capital 
Dwarasamudra was ransacked by Mallik-Kafur. This blow over the last emperor 
of the Hoysalas was too much to bear. Ballala III lived till 1342 A.D., till he was 
brutally murdered by the Muslims. Thus, the Hoysala rule ended. Veera Ballala 
III coronated his son Ballala IV in 1340 A.D., at Tiruvannamalai. He seems to 
have lingered on till 1346 A.D., by which time the Hoysala Empire was absorbed 


into Vijayanagara Empire. 


A mention has to be made of Mahamandaleshwara Purvadhirajar. During 
the periods of confusion in Hoysala politics, some feudatories had gained 
importance. Purvadhirajar were one such family of feudatories who controlled 
parts of Bangalore, Malur, Hosakote, Anekal and Hosur. Their inscriptions are 
found in Hosur, Melsudapuram, Nedusal, Thirtham, Penneshwaramadam and 
even in Devarkundani, the provincial capital of the Hoysalas. The frequently 
mentioned names of these kings are Tamattalvar and Atti Alvar. These 
inscriptions date between Saka 1183 and 1201 corresponding to 1261 A.D. and 
1275 A.D. These Kings have issued their inscriptions independently without 
acknowledging the Emperor who ruled at that point of time. Attimugam, a 
village situated in Hosur must have been their seat of power. An inscription from 
Chandrachudeshwara temple at Hosur mentions that the Devi shrine of the 


temple was consecrated by Tamattalvar in Saka 1183, i.e., 1201 A.D. 
PANDYAS 


The Pandyas established supremacy over a fringe of Salem region for a 
short period. When the Pandyas won over the Kongu region the parts of 
Kongunddu which were in the Salem region came under their control. Pandyas 
also established supremacy over Magada Mandalam of which Attur was a part. 
Inscriptions of Pandyas are not found in Dharmapuri and Krishnagiri districts, as 


these regions were under the control of the Hoysalas at that point of time. 
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Earliest inscription of the Pandyas in this region is found in Aragalur (Attur 
Taluk), which was the headquarter of Magada Mandalam. This is found in the 
Karivardaraja temple at Aragalur, which was issued by Jatavarman Sundara 
Pandya I during his 9 regnal year corresponding to 1259-60 A.D. Inscriptions 
till his 18" regnal year, i.e., 1269 can be found in Aragalur. (An inscription of 
Hoysala Ramanathadeva issued in his 13" regnal year i.e. 1267 A.D. is found in 
Aragalur). An inscription in Ekamranatha temple in Tadavur (Attur Taluk) 
mentions the 17" regnal years of Jatavarman Sunadara Pandya I corresponding to 
1268A.D. 


Inscriptions of Jatavarman Sunadara Pandya II are found in Ilamishwara 
temple at Taramangalam (Omalur Taluk) issued between his regnal years 6 and 
27 corresponding to 1281 to 1303 A.D. he had the title “Konerimaikkondan”. In 
the temples of Soundararaja Perumal and Shukavaneshwara in Salem inscriptions 
of Jatavarman Sundara Pandya are found which were issued in his 26" and 29" 
regnal years. It has not been identified whether it is Jatavarman Sundara Pandya I 
or Jatavarman Sundara Pandya II. Such inscriptions are found in Paruttipalli and 


Tiruchengodu also. 
KONGUS 


Some parts of Namakkal and Tiruchengodu and the entire Rasipuram 
taluk belonged to the Kongunad. About thirty five inscriptions of Kongu kings 
have been found in these regions. But it is very difficult to establish the Kongu 
chronology in this region. The rule of the Kongu rulers seems to have never been 
extant. They were always the feudatories of the Imperial powers of Tamilnadu. 
More over their names and epithets have always been as those of the Imperial 
tules. The epithets like Rajakésarivarman and Parakésarivarman used by the 
Cholas were used by these rulers and the names were also very near to those of 
the overlords. Names like Rajadhiraja Uttamachola, Parakesari Uttamachola, 


Rajadhiraja Virachola etc. are noticed in the inscriptions ascribed to the Kongu 
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rulers. Therefore, it is quite confusing regarding the rule of the Kongu rulers over 
this region independently. But the inscriptions are mainly concentrated in the 


Southern parts of Salem region. 
VIJAYANAGARA RULE 


After the fall of the Hoysalas the entire south India came under the 
political control the Vijayanagara rulers. Thus Salem was also included in to the 
kingdom. Many feudatory Nayakas under the Vijayanagara crown have governed 
the various parts of this Salem region. But the inscriptions found of this period 
are mainly in the name of the Emperor it self. Inscriptions from the period of 
Bukkaraya I are found in the region. This was during this period that inscriptions 
in Telugu begin to appear. Till 1565 A.D. i.e. the fall of Vijayanagara Empire it 
was controlled by them. After the fall of the Vijayanagara some local chief came 
to power. Very few inscriptions of these rulers are found. Of them the Getti 
Mudalis seemed to be powerful. The temple patronage under these Nayakas 
continued for a few decades after the fall of the Vijayanagara Empire. But by the 
first quarter of the 17" century there seems to be stagnation in the rich patronage 


for this art. There is deterioration in the temple art forms of this period. 


Source: 

Arokkiasawami The Kongu Country, University of Madrass - 1956 

Ramamurthy V. History of Kongu Country, International Society for the 
Investigation of Ancient Civilizations, Madras, 1986The 
History of Kongu 

Krishnamurthy M.S. The Nolambas — A _ political and cultural study, 
Prasaranga Mysore - 1980 

Venkataraman. K.R. Hoysala in Tamil Country, Annamalai University — 1950 

Setter S. Hoysala Temples, Institute of Indian art history- Kar. uni. 


Kalayatra publications -1992The Cholas. 


Gazetteer of Salem dist, 1960. 
Inscriptions of the Western Gangas, Ed. K.V. Ramesh, Agamakala Prakashan, Delhi, 


1984. 
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CHAPTER - II 
GROUND PLAN 


PART-A 


The ground plans of the temples of the region are of several types. 
Starting from a simple square sanctum to an elaborately planned temple 
complexes consisting of different parts of a developed Dravidian temple are 


found. 


From the shape of the plan, it is not possible to trace the development of 
the Dravidian temple complex. Even the temples of the early period may be quite 
elaborately planned and also the temples of the later period may be quite simple 
and small in nature without much architectural adjuncts. The Texts also do not 
mention specifically any thing about the plan of the temple complex. However, 
they mention the different types and shapes of mandalas’ at the time of laying 
the prathaméstika’. These mandalas become purely imaginary and spiritual in 
their concept after the construction of the temple. According to the drawings of 
the mandalas the different parts of the temple were arranged and constructed. 
Nowhere in the architectural Texts can one see specifications regarding the plan 
of a temple, like the proportions and measurements of the different members of 
the temple plan*®. However, certain Texts mention the orientation of the temple 
proper and also the specific locations of the subsidiary shrines and other 
architectural adjuncts in the temple complex’. These architectural adjuncts were 
built according to their necessity in the temple complex. They were designed and 
executed as per the convenience of the Hindu form of worship of the time and 


commensurate with the available resources. 


Besides the prescriptions given by the Texts certain other considerations 
like the local tastes and beliefs of the people, stylistic and decorative idioms of 


the region, time and the understanding and interpretation of the textual 


prescriptions by the artists also played a significant role in the design of the plan 
of the temples. 


Considering these factors an attempt has been made here to describe the 


various types of temple plans as far as possible, in a chronological order. 


Structural temple architecture in the region begins to appear from the end 
of 9" century A.D. The earliest temples in the region are Nolamba constructions 
found at Dharmapuri. On plan, these temples possess a garbhagrha (sanctum), 
an ardhamantapa (vestibule) and a giidhamantapa. These temples are built side 
by side with identical plan, but of varying dimensions. Both the temples possess 
a Nandi pavilion each. The prakara that is mostly ruined now is of Vijayanagara 
times. The temples and their premises have undergone much repairs and 
renovation. The original ground level of the courtyard is also increased to the 
extent of concealing a portion of the elevation of the plinth. Therefore it is 
difficult to have a clear estimate of the adjuncts of the original temple plan. From 
ninth century onwards, structural temple architecture in the region continued 


unabated and number of temples are available for the study of the temple plans. 


As said earlier, about ninety-five temples exist in the region. Of these, 
none of the temples is of sandhdra variety and all are of nirandhara type. Of the 
temples found in the region ninety temples have garbhagrhas, which are square 
on plan. Two have oblong garbhagrhas’ and only one example of a circular 
garbhagrha is available. The reason for majority of the garbhagrhas being 
square on plan is that most of these temples are dedicated to Shiva. The oblong 
garbhagrhas found are of the Vaishnava creed and the only garbhagrha that is 
circular on plan also belongs to Vaishnava creed®, Altogether forty Amman 
shrines have been noticed in the region. Of them thirty are.of Shaiva and ten are 
of Vaishnava creeds. Of these, only one shrine that belongs to Vaishnava creed 


has an oblong garbhagrha, while rest are all square on plan. 
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The contour line of the ground plan, particularly, that of the shrine proper, 
is often indented (Fig 1.). It consists of several projections and recessions. These 
indentations serve two functions. First it gives strength and stability to the wall, 
and second is to break the monotony of the wall/plinth line. Architecturally these 
indentations are given different names for easy identification of the parts. The 
indentations made in the wall line are called by the name angavibhakti. In the 
angavibhaktis separate terms are used to denote the different parts of the wall 


line. They may be described thus: 


BHADRA: Bhadra, as the term itself indicates, is provided for the sake of 
stability and protection of the structure. It is a rectangular offset projecting 
forward from the contour line of the structure prominently, in the central portion 
of the wall line. Generally, the shrine proper, at the center of its three open sides, 
contains these bhadras. If the bhadra is provided with another offset projection, 
that projection is called by the name subhadra. There is also one more 
angavibhakti called by the name pratibhadra. Pratibhadra is again a rectangular 
offset projection, smaller in size than the bhadra. Pratibhadras are provided on 
the either sides of the bhadra. 


KARNA: Karna is another important angavibhakti of the temple plan. Karnas 
are always found at the corners of the structure. Karnas are always square 
projections. Similarly pratikarnas are also found as an angavibhakti of the 
temple plan. Pratikarnas are square projections made in the interspaces of the 


wall between the karna and the bhadra. 


SALILANTARA: Straight wall line between the angavibhaktis is called by the 


salilantara. 


The description of the angavibhaktis mentioned above is not described in 
a systematic manner in any of the architectural Texts, but they refer to all these 


terms in different contexts. The comparison of textual description with the 
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Fig 2, Temple Plan- Banishwara- Paruttipalli 


existing structures would, however, give an idea about the exact nature of the 


angavibhaktis of the temple and thus described here. 


The angavibhaktis of the wall continue up to the top end of the hara. The 
pavilions found on the kara correspond to the shape of the avigavibhaktis of the 
plan. On the top of the karna, the kita pavilion is placed. That is why that kita is 
referred to as karnakita. On the bhadra, always a Sdla pavilion is placed. It is 
referred to as bhadrasdla. On the pratibhadra also a Sala pavilion is placed. On 
the pratikarna a paiijara pavilion is often found. The same pattern is continued 
’ in the construction of the prdas@das also, but in a reduced scale. While reducing 
“the size, minor a7gavibhaktis like pratibhadra and pratikarna may be omitted. 
Where as, the major angavibhaktis like bhadra and karna continue till top of the 


prasdada. 


As has been stated already, earliest of the temples of the region 
sometimes, also possess quite a well-developed plan fulfilling all the basic 
necessities of the Hindu form of worship. The later temples of the region present 
either a similar plan or an adaptation of the same plan with or without certain 
other additional appendages. Therefore, based just on the simplicity or 
complexity of the plan, it is not possible to trace the chronological development 
of the temple plans. Hence individual components of the temple are studied on 


morphological characteristic features.’ 
GARBHAGRHAISANCTUM) 


Garbhagrha (Fig 2.) is the nucleus of the temple. It is the place where the 
main deity of the temple is installed. The Canons prescribe that the shape of the 
garbhagrha may be caturasra (square), dyata (rectangular), vrtta (cicular), 

-Gyatavrtta (elliptical) or vrttdyata (ovoid) on plan®. The square and circular 
garbhagrhas are constructed for the installation of the deities in stha@naka 
(standing) or Gsina (seated) postures. While in the other varieties, deities in 


Sayana (reclining) posture or group of deities standing or sitting in a row are to 
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be installed. Manasara mentions that if the plan of the garbhagrha is square or 
circular, it is called purusa (Male) and if it is rectangular it is called vanita 
(Female)’. Male deities can be installed in a square, circular or rectangular 
garbhagrha, while the female deity should always be installed in a rectangular 
garbhagrha. However, this tradition was not strictly followed in the region of 


our study. 


The garbhagrhas, according to tradition are generally provided with one 
doorway. In case the garbhagrha is rectangular it may have three doorways, all 
arranged in a row. If the garbhagrha is sarvatobhadra or caturmukha, then it is 
provided with four doorways, one in each direction. Garbhagrhas found in the 
region of study, irrespective of the shape of their plan, possess only one doorway. 
The Texts mention that the doorways can be provided in any of the four 
directions depending upon the orientation of the temple. But in the region of our 
study, garbhagrhas having doorways only towards the east or the west are 
noticed. This observation is made considering the main shrines only, while the 
garbhagrhas of the Amman shrines occasionally are oriented towards the south 
also. No shrine with a doorway towards the north is noticed in the region. The 
Texts are silent about providing jalakas to the garbhagrhas. However, provision 
of a jalaka to the garbhagrha is noticed'®, not in our region, but in the 
neighbouring Kolar region. However texts permit the provision of the j@lakas for 
the hollow talas, védi and griva of the prasdda above the garbhagrha. But 


instances of such Jalaka are not noticed in our region. 


Garbhagrhas of the region are devoid of pillars. Garbhagrhas are also 
provided with deep kdstas and projecting shelves for keeping the utensils and 
other accessories of worship. The floor of the garbhagrha is always provided 
with a prandla to drain out water from the garbhagrha. The flooring of the 
garbhagrha is always paved with dressed stone slabs. The ceiling may be flat or 


simple or paneled or built in the na@bhicchanda form. 
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There is another feature, occasionally noticed in the early temples and 
often noticed in the Vijayanagara temples. This feature is the construction of 
garbhagrha and antarala/ ardhamantapa at a slightly elevated floor level than 
that of the giidhamantapa''. The Mallikarjuna temple at Dharmapuri has a 
slightly elevated floor level for the garbhagrha and ardhamantapa, though all 
these parts were constructed at one time and as one unit. During the Vijayanagara 
period, this feature is often noticed on a magnified scale. Over ten temples of 
Vijayanagara period have a predominantly elevated floor level for the 
garbhagrha and the antarala. It is to be noted that no mention of such a tradition 


is found in the Canons. 
ANTARALA/VESTIBULE 


Antarala (Fig 2.) is a small cella built adjacent to the garbhagrha on its 
front side and is connected through a doorway. Antarala is a chamber that 
connects the garbhagrha and the giidhamantapa. Therefore, to it is also referred 
as to vestibule or antechamber. The synonym of antardla is sSukandsi, the reason 
being that this part comes directly under the Sukandsa projection of the dravida 
prasada. Therefore, the part below the sukhandsa is called sukandsi. But in the 
context of the temples of the region of our study, the name sukandsa can hardly 
be applied to this part, as Sukandsa itself is absent in the prdsadas of the Tamil 
idiom. But in the context of the prdsadas of Karnataka temples, sukandsi 
becomes an invariable feature of the prdsddas of both Dravida and Vésara 


styles. Therefore the term Sukandsi aptly applies to the Karnataka idiom. 


Surprisingly, the Texts do not make a mention of antarala or Sukanasi in 
the sense of a vestibule. Mayamata refers to antarala but its reference is vague 
and uncertain'”, Amarakdéa mentions antardla to indicate an inner quarter of the 
building’. 

Antaralas of the region in particular and Tamil tradition in general do not 


possess jalavatayana on their sidewalls. But in the Karnataka tradition 
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jalavatayanas for the antardla is often noticed. Antardlas are generally devoid 
of pillars but the bhadraka pillars can be seen prominently projecting from the 
wall line. Antardlas of the region are often provided with solid masonry 
platforms on the two sides, which are used for keeping the processional images 


and other artifacts of the temple. 


Antardla, on plan is normally square. The dimensions of the plan of the 
antardla are either equal to or less than the dimensions of the garbhagrha. The 
antardla doorway is always placed in the axis of the doorway of the 
garbhagriha. The ceiling of the antardla may be flat or may be of ndbhicchanda 


type. The ceilings are often decorated with blossomed padmas in the centre. 
ARDHAMANDAPA/ HALF PAVILION 


Ardhamandapa (Fig 2.) literally means half pavilion. It is generally found 
in front of the vestibule or in place of a vestibule. It is closed on its two sides and 
open on the front side. It connects the garbhagrha or the antardla with the hall in 
front (giidhamantapa). 


The temples built during the early Chola period in the region of our study 
are very small in size. They possess, on plan, a sanctum and equally sized or 
slightly bigger chamber closed on its two sides with a doorway in front. In such 
cases, in the Tamil architectural vocabulary of the present times, it is called as 
ardhamandapa, even though it is closed on all its three sides. In the same Tamil 
vocabulary, ardhamandapa is also referred to another member of the temple 
plan. In this case, if the temple plan possesses a sanctum, vestibule and half 
pavilion that is built in front of the vestibule or sanctum connecting the hall and 
sanctum or vestibule, it is also called by the name ardhamandapa. In the 
Kannada idiom ardhamandapa is a chamber covered on three sides and built in 
front of the garbhagrha or/and antardla. Ardhamandapa in the context of 


Kannada idiom may or may not possess two pillars in the front. Therefore in the 
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present work, the terminology used by the Tamil art historians is maintained 


according to the context. 


The ardhamandapa sometimes is provided with perforated windows 
(jalavatayanas) on its two sides. The roof of the ardhamandapa is always ‘Aat, 
occasionally it is also paneled’*. Sometimes the floor level of the ardhamandapa 
is slightly elevated than that of the giidhamantapa in front. This feature is found 
both in early and later temples. But in some of the Vijayanagara temples this 
feature is made more prominent by increasing the floor up to a height reached by 
two to three steps and the same level is maintained for the garbhagrha part 


also!. 


During the Vijayanagara times, an approach to the circumambulatory 
passage is also often provided through the ardhamandapa. Ardhamandapas of 


the region, like the antardlas, do not possess any jalavatayanas. 
PRADAKSINAPATHA/ CIRCUM AMBULATORY PATH 


The temples of the region of our study do not possess a circum 
ambulatory passage as such. However as the circum ambulatory passage is an 
important part of the Dravidian temple architecture it is necessary to write a few 


words about the same. 


Some of the temples of the Dravidian style possess a narrow path all- 
round the sanctum for going around the shrine. Such temples are classified as 
sGndhara temples. The temple devoid of a circum ambulatory passage is called 
by the name nirandhara. Circum ambulatory passage is provided with two 
purposes. Structurally, the wall of the shrine and the circum ambulatory passage 
connected at the roof level jointly provide a strong base or additional support to 
the heavy super structure in the form of the prasdda built above the sanctum. 
Secondly, circum ambulatory passage is provided to fulfil certain ritualistic 
obligation of the devotees who go around the shrine as a part of their worship. 


Provision of circum ambulatory passage is left to the option to the architect. 
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Circum ambulatory passage is a narrow path provided all-round the 
shrine. In the southern mode of temples, two walls are built parallel to each other 
for the sanctum. Both the walls are built on a solid common adhisthdana provided 
to the temple. Sometimes, the inner wall also possesses the details of the 
adhisthana and regular wall for decorations. The outer walls are provided with 


jalavatayanas for ventilating the circum ambulatory passage. 
GUDHAMANDAPA/ASSEMBLY HALL 


Giidhamandapa (Fig 2.) literally means a pavilion, which is covered on 
all its sides. There is no reference to the term giidhamandapa in the Texts. 
Inscriptions mention gudhamandapa. The use of this term is found in EITA also. 
Gidhamandapa is always square or rectangular on plan. The giidhamandapa 
corresponds to the assembly hall or the chamber built in front of the antardla or 
the ardhamandapa in the main axis of the temple, the size of which is decided by 


the architect to suit the requirement of time and resources available. 


Gidhamandapa is also referred to by the common name navaranga in the 
Kannada context. The name navaranga is given to this part of the building 
because this hall is generally square on plan. It consists of four pillars arranged in 
the centre, thus making the hall in to nine square bays. So the hall consisting of 
nine bays is called as navaranga. But this term in not used in the context of 
Tamil architecture. The usage of the term navaranga came to be applied for all 
the assembly halls in front of the sanctum/ vestibule/ardhamandapa irrespective 
of the number of bays created by the assembly of the pillars. The same is called 
as giidhamandapa in the Tamil tradition. As the region of our study belongs to 
Tamil country the word gudhamandapa only is used. 


As giidhamandapa is a hall where people assemble, it is generally 
provided with jdlavatayana for ventilation’® The inner walls of the 
giidhamandapa are generally plain and devoid of any ornamentation. No 


dévakhulikas are found in the temples of the region. The ceiling of the 
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gitdhamandapa is always flat and is divided into number of bays by the network 
of architraves supported on pillars and walls. Except the central bay all the other 
bays are devoid of any ornamentation. The central bay in the early temples 
(Nolamba) consists of nine panels inside which the reliefs of Astadikpdlakas 
surrounding the panel relief of Shiva are noticed. In the later examples 


occasionally, a relief of a padma is discernible. 


The temples of the region being small in nature, the giidhamandapa are 
also built commensurate with the size of the shrine. They generally possess four 
to six pillars'’. In the Shaiva temples of the region, the sculpture of Nandi is also 
often found placed in the nave of the giidhamandapa and on the main axis of the 


temple. 


Giidhamandapa is provided with a doorway on the main axis of the 
temple or/and in the southern wall of the gudhamandapa. If there is only one 
doorway to the giidhamandapa and it is provided to the south, then the wall 
facing the sanctum may be provided with a jalavatayana! 8 If the doorways are 
provided on both the main axis and on the south side, importance is given to the 
southern doorway. And it is substantiated by the provision of a more ornate 
doorway and with the provision of a mukhamantapa to it!?, No mukhamantapa is 
found to the doorways facing east or west. If there is no mukhamantapa built for 
the south doorway at least a sdpana with hastihasta are provided”. The 
importance given to the southern doorway in the temples may be explained as 
follows. It is a known fact that the guardian deity of the southern direction is 
Yama. Normally a doorway is not provided in that direction. But in most of the 
temples in the region of our study, a doorway is provided to the south and that 
too they are made ornate and some .are even provided with an ornate 
mukhamantapa. The reason being that the Gods, according to Hindu tradition, 
reside in the north, the direction of the Himalayas. So the approach to the north 


should be from the opposite direction the i.e. the South. Therefore, the doorways 
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were provided to the south and that being considered the main direction it was 


made ornate always. 


Some of the temples of the region possess a Devi shrine not built 
separately but built opening to the giidhamandapa of the main temple”!. These 
shrines are generally built to the left side of the main shrine opening to the 
giidhamandapa and all such Devi shrines are built always to the shrines facing 
east. Therefore these Devi shrines also face the southern entrance of the shrines. 
The temples facing west do not have the Devi shrine built on their left side as 


that direction (south) an entrance doorway is provided to the giidhamandapa. 
MULTIPLE SHRINES (Fig 3.) | 


Construction of more than one shrine within a single temple building is 
an, age-old practice in dravidian architecture. In the Karnataka region multiple 
shrines up to five in number were built in the main building. But these shrines 
open to a common assembly hall in front. In the Pallava country the same 
concept is applied in a different way. The Mandagapattu cave, which is dedicated 
to the Trimiirtis, is an incipient form of a multi shrine temple. The Tamil 
adaptation of the concept of multiple shrines is executed in a different manner in 
their structural temples. The Talagirishwara temple at Panamalai is a 
sarvatobhadra- like temple. In this, the main shrine or the central shrine has the 
entrance towards the east through an ardhamantapa. The bhadras of the north 
and south also have smaller garbhagrha, again facing east. They also have small 
ardhamantapa in front. The western Bhadra has another similar sanctum facing 
west. The Sundaravarada perumal temple at Uttaramerur of late Pallava period 
has again four shrines built in the sarvatobhadra- like pattern, wherein the main 
shrine faces east and it has an ardhamantapa in front, whereas the three other 
shrines that face the other three directions have only sanctums. This is again a 
different type of concept of multiple shrines in a single building. Unfortunately, 


no temple of the above description is noticed in the region of our study. Instances 
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of sub shrines built opening to the giidhamantapa of the main shrine are found. 


This is a tradition, generally, found in the Karnataka idiom. 
MUKHAMANTAPA / PORCH 


Mukhamantapa is a small pavilion or porch constructed in front of the 
doorway of the temple(Fig 3, pl-251). As this forms the part of the facade of the 
temple, this pavilion is called by the name mukhamantapa (mukha- face + 
mantapa- pavilion). Miubiichioniéea is a regular feature of the dravidian temple 
architecture. Hence it is found right from the beginning in the temples the 
Pallavas and the Badami Chalukyas and therefore a regular feature of ‘the 


Dravidian architecture. Reference to this is found in the Texts”. 


Mukhamantapa, as mentioned above, is a small porch built on the same 
plinth on which the temple is built. It is supported by four pillars. Of these 
pillars, two are in the front and two are at the back. The pillars on the backside 


are placed adjacent to the wall of the temple. 


In the construction of mukhamantapa there is a slight difference between 
the Tamil and Kannada traditions. The interspaces of the pillars of the 
mukhamantapa are generally kept open in the Tamil tradition. In the Kannada 
tradition it is covered by a small hand wall, above which, at its outer edge a stone 
slab with inward slope is horizontally placed. This serves as a back rest for the 
people who sit on this podium. This type of a seating arrangement is called by 


the name kaksdsana. 


Mukhamantapas are also provided to the side doorway of the 
giidhamantapa and their construction is also similar as to the one described above. 
Examples of mukhamantapas provided for the mahamantapas and gopuras are 
also discernible (Fig 5.). The pillars of the mukhamantapas of the pre- 
Vijayanagara period are treated and decorated similar to those found in the interior 
of the temple. During the Vijayanagara and post-Vijayanagara periods, the 
mukhamantapas of the temples changed not only in their plan but also in their 
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form. The early types of mukhamantapas were also continued during this period 
and at the same time oblong mukhamantapas that extend throughout the width of 
the temple were built, on the main axis of the temple (pl-252)”. At the same time, 
the mukhamantapas of the southern entrance were also maintained having only 
one single bay like those found in the early period. Mukhamantapas of 
Vijayanagara and Post-Vijayanagara period are often oblong in their form. In 
depth they generally have only one bay, while in their width they possess as many 
aisles as the temple width allows them to have. In the treatment of the pillars front 
mukhamantapa will have ornate yali pillars, whereas the mukhamantapa provided 


for the side entrance will have the usual citrakhanda pillars. 


The prastara of the mukhamantapa s is also decorated on par with the one 
found on the Dhitti of the temple. The kapéta in the earlier temples is regular 
quadrant sectioned or sloped. But the same, in the later period, in some temples, 
turns into a double flexured ‘S’ shaped kapdta. Above the kapdta, the parapet is 
constructed. This is generally of stone in the early temples, but of brick and mortar 


in the later examples and follow the same pattern at any other part of the temple. 


Another notable feature of the mukhamantapa of the Vijayanagara and 
post Vijayanagara periods is that the floor of the nave of the mukhamantapa 
leading to the doorway of the temple is sometimes kept at a lower level 
corresponding to the courtyard of the temple so that it is easy for the visitors to 
walk straight to the entrance door of the temple. No plinth is constructed for the 
nave. The aisles on the sides will have elevated floor level because they are 
provided with a plinth. This elevated plinth serves as the dais for the people to 


sit. This pattern of mukhamantapa becomes a common feature in the temples of 
Vijayanagara and Post- Vijayanagara periods. 


There are mukhamantapas built above an elevated plinth. In such cases, 


. Og ae es 
these mukhamantapas are provided with sdpanas”’. 
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Mukhamantapas begin to appear from 13” century onwards. They are 
found in a majority of the temples irrespective of the creed. Most of the 
mukhamantapas are found built in front of the southern doorway of the 
giidhamantapa. The early mukhamantapas have only four pillars. No instance of 
the provision of the kaksdsana in the mukhamantapa is noticed in the region of 
our study. The plinths of these mukhamantapas are generally simple in their 
execution. Plinths resembling the upapithas of all varieties are discernible. The 
mukhamantapas are provided with sdpana only on one side, i.e. on its western 
face. The pillars used for the mukhamantapas are all of citrakhanda variety. The 
kapota is of ordinary type with nasi decorations. No parapet of the hdra variety 
is noticed above the canopy of the mukhamantapas. The ceilings of the 


mukhamantapas are all plain and devoid of decoration. 


Mukhamantapas after 14" century and onwards take a different form and 
shape. Besides the square type of mukhamantapas discussed above, oblong ones 
begin to appear. In their plan, these are similar to the ordinary type. But the 
surface treatment of these mukhamantapas is more ornate. The plinths are 
luxuriously carved and they are of sribandha or Sribhdga types. Pillars of 
vyalakanta and citrakhanda varieties are noticed. The kapdtas of the double 
flexured variety with their under part decorated to resemble wooden frame work 
is also noticed. On the upper surface of the kapdta, reliefs and sculptures in 


round of faunal, floral and demi-divine themes are also noticed. 


The plans of these mukhamantapas are quite different from those of their 
counter parts of the early period. They, as said earlier, are oblong in form, built 
almost with their width equal to the width of the facade of the giidhamantapa or 
the mahamantapa. They are. sometimes divided into two halves widthwise. To 
the floor of the nave of the mukhamanjapa no plinth or a very low plinth is 
provided. This serves as a path leading to the doorway of the temple. The side 
aisles of the mukhamantapa are provided with elevated and richly moulded 
plinths. Over this platform the pillars are erected. The depth of the 
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mukhamantapa may contain one or two bays. Mukhamantapas of this type are 


generally found in front of the mahadwara of the temple complex. 
PARIVARALA YAS (Fig 4.) 


Parivaralaya is a shrine built for the attendant deity of the main deity of 
the temple. It is a subsidiary shrine. Therefore it is always small in size. It may 
be attached or detached or may be inside or out side the main shrine. According 
to Hindu tradition the parivara or the retinue of the main deity is big and 
elaborate. It may consist of the different forms of the main deity, consort of the 
main deity and her different forms, the family of the main deity, mounts 
(vahanas), associated Gods and Goddesses and their different forms, the 
saptamatrkas, astadigpdlas, navagrahas, dwarapdlakas, ganas, the great sages 
(rsis), the great saints (bhaktas) and sometimes even the patrons. Separate 
shrines, simple and ornate, small cellas, plinths, pedestals, kdstas, are built to 
keep the images of the divine retinue at prescribed mandalas and directions 
according to the Texts and tradition, but all within the temple complex. 
Parivaralayas may be constructed in the same medium as that of the main shrine 
or in a different medium. All the parivaralayas found in the temple need not be 


of the same period also. 


The practice of constructing parivardlayas began as early as the Pallava 
and the Badami Chalukya period. The famous Kailasanatha temple at Kanchi and 
the Shore temple at Mahabalipuram have subsidiary shrines built for the 
parivaradévatas. In Karnataka also, temples at Aihole, Badami and Pattadakkal 
have parivdradévatas installed in different parts of the temple. Kailasanatha 
temple at Kanchi has neatly carved shrines arranged in a row, all buttressing the 
wall of the main shrine and also the wall of the Prakara. | 


The Texts on Hindu architecture prescribe the construction of 
parivaralayas in the temple complex, but they are not unanimous in their 


opinion. Manasara mentions three groups of eight, sixteen and thirty-two 
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parivaralayas and it further states that these groups are fit for adhama (small), 
madhyama (medium) and uttama (big) temples. Mayamata gives four groups of 
parivaralayas consisting of eight, twelve, sixteen and thirty-two shrines. 
However, all the Texts mention that separate shrines are to be constructed for the 


different deities of the temple. 


Parivardlayas are generally small and simple shrines. They are often 
small cellas occasionally decorated with suitable architectural motifs and 
members. They may have an ornate plinth and wall and also a small turret above, 
as in the case of a sadvarga temple. Shrines having only trivargas are also 
noticed. The prescriptions given in the Texts, were not always followed by the 
architects in the construction of the parivadralayas. Depending upon the 
convenience and the resources available, the parivardlayas or just the sculpture 
or the relief of the parivaradévata are was carved in the temple complex 
maintaining, as far as, possible its respective location and direction mentioned in 
the Texts. Always separate shrines are not constructed for the parivdradévatas. 
All the parivaradévatas are accommodated in convenient places in most of the 
temple complexes. Therefore it can be observed that there was no hard and fast 
rule followed in the installation of the parivaradévatas in the temples. In a few 
temples, the parivaradévatas are installed at their respective places or in a few 
examples such important sculptures are found in the gidhamantapa of the temple 


or in the khulikas or any other permissible place in the temple complex. 


Now, coming to the region of our study, the parivardlayas in the temple 
complex built according to tradition and also parivaradévata sculptures placed 
according to convenience cum tradition are noticed. The Amman shrine and the 
vahanamantapa, which come under the parivdrdlaya category, are discussed 
separately (see para-). Therefore, parivadrdlayas of other divinities are discussed 
here. In the region of our study, there are a good number of temples having 
parivardlayas built according to tradition. They belong to both the creeds. Of 
these, majority belongs to the Shaiva creed and only one of the Vaishnava. 
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In all the Shaiva temples of the region, three important parivaradévatas, 
namely the Amman, Chandishwara and Nandi are usually found with separate 
shrines. Along with these, five important parivdradévatas of the Shaiva 
pantheon, namely Ganesha, Dakshinamurthy, Lingodbhava or Vishnu, Bramha 
and Durga are found in the niches of the ardhamantapa and the sanctum, thus 
making it an asfaparivara group. These are found in almost all the temples of the 
region. Besides the said group, there are a few temples having additional 
parivaradévatas housed in separate shrines. These parivdradévatas are Aditya, 
Bhairava, Shasta, Subramanya, Jyestha and Saptamatrikas. The shrines are built 
in the respective quarters as prescribed in the Texts. There are a few temples 
wherein the loose sculptures of many of the parivaradévatas are kept either in 


the giidhamantapa or the malika in a row like exhibits. 


The astadikpalakas also come under the retinue of the presiding deity of 
both the creeds. Therefore, they are also represented as parivdradévatas. In the 
beginning, i.e., during the Nolamba period, there was the practice of carving the 
astadikpalakas in the ceiling of the central bay of the giidhamantapa’’. This is a 
* practice predominant in Karnataka tradition. Therefore, the asfadikpdlakas 
panels appears in the Nolamba temples of the region. In the Tamil tradition it 
was not prevalent. Therefore, no temple of the Chola and those of the succeeding 
period possess this feature. However, there is one exception to this rule, i.e., the 
Chandrachudeshwara temple at Hosur. In this context it is to be noted many 
adjuncts of this temple were built with Hoysala patronage during the 13" 
century. In this temple the placement of the astadikpalakas is not in the ceiling of 
the giidhamantapa. Instead, individual sculptures. of the astadikpalakas are 
carved and placed in their respective direction in the mdlikas surrounding the 


courtyard (of these, two are missing). 


Among the retinue of the presiding deity, the Nayanmars and Alwars are 
also included. Sculptures of the Nayanmars are found placed in the temple 
prakara. According to tradition, they are to be placed towards the right side of 
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the presiding deity. Individual sculptures, in the round, of all the sixty-three 
Nayanmars are found, in the mdlikds on the right side of the temple at a few 
places. Of these, four Nayanmars are considered more important from the point 
of view of the Shaiva creed. Therefore one more sculpture of each of these four 


Nayanmars are placed in a separate cella for special worship”°. 


Now, coming to the Vaishnava creed, temples of Vaishnava creed are very 
few in number in the region. All these temples are in good condition and 
attractive too for their architectural workmanship. Of these, only one temple has 
the parivadradévatas. That is the already cited Sundararaja perumal temple at 
Salem. In this temple, the parivadradévatas, besides Lakshmi and Garuda are 
Narasimha, Hayagriva, Vishnu, Venugopala and Varaha placed in the niches of 
the main shrine. Sculptures of a few important alwars are found placed in the 
ardhamantapa or giidhamantapa of this temple. It is interesting to note that even 
the sculpture of Sri Ramanujacharya is included and worshipped along with the 
alwars in these temples. The other temples, besides the ta@yar shrine and Garuda, 


possess only sculptures of a few alwars, all placed in the gidhamantapa. 
AMMAN SHRINE (Fig 5.) 


Amman shrine is the temple constructed separately to install the image 
of the wife of the presiding deity of the temple (pl-253). Amman shrine finds no 
mention in the Texts. However Manasira cites the presence of the shrine for the 


27 But the context in which these terms are referred to in the 


‘Sakti’ or ‘Vanita 
Texts does not hold good in the sense in which the term Amman shrine is 
referred to here. Therefore, the popularly prevalent terminology in the South 
Indian context i.e., “The Amman shrine” has been used in the present study to 
define the shrine built exclusively for the wife of the presiding deity within the 


temple complex. 


Even in the use of the term ‘Amman shrine’ there are two traditions, 


particularly prevalent in Tamilnadu. The term ‘Amman shrine’ is used in the 
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context of Shaiva temples whereas the term ‘7dyar shrine’ is used in the context 
of the Vaishnava temples. But for the sake of convenience, in the present study, 


irrespective of the creed of the temple the word ‘Amman shrine’ only is used. 


Amman shrine is an independent structure built in the temple complex. 
Generally, it is built slightly behind on the left side of the main shrine and it is 
also a tradition to keep the level of the floor of the Amman shrine slightly lower 


than that of the main shrine. Deviations to these general rules are also not absent. 


The Amman shrine is always planned to have all the essential components that 
an independent shrine should possess. They are always nirandhara temples. On 
plan, they generally extend from a single celled shrine to a full fledged temple 
having all the components like garbhagrha, antardla, ardhamantapa, 
giidhamantapa and a porch. But the dimensions of all these parts are smaller than 
those of the main shrine. The Texts prescribe that the temple for the female deity 
should always possess a rectangular garbhagrha and this has been followed in 
the construction of many Amman shrines. The elevation of the Amman shrine 


also is of the sadvarga class. 


Ishwara samhita mentions that Amman shrines may be built in the first or 
the second or the third Prakdra of the temple. Accordingly, the temples of the 
region under study are provided with Amman shrine in the first and second 


Prakara of the temple complex. 


Different traditions are found practiced regarding the placement of this 
shrine in the temple complex. In the pre-thirteenth century temples, the Amman 
shrines are found constructed on the left side of the main shrine. In the 
Srivaishnava tradition, Amman shrines are constructed generally on the right side 


of the main shrine. 
The practice of building Amman shrine in the temple complexes is a later 


feature, which appears to have to begun from the late. 12 century onwards. 
Because of the popularity of the Bhakti cult after the 11" century, the necessity 
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for the construction of a separate shrine for the female deity arose. This tradition 
first began in the Tamil country and spread gradually to other parts of South 
India. During the Vijayanagara period, the practice of constructing Amman 
shrine became popular. Amman shrines were included in all the temple 
complexes that were designed and built during the Vijayanagara times. Many of 
the early temples, which did not possess Amman shrines in their original plan, 


were added with the Amman shrines during the Vijayanagara period. 


In the region of our study, the practice of constructing Amman shrine 
begins from late Chola period. Almost all the temples possess separate Amman 
shrines, irrespective of the creed to which they belong. They possess 
garbhagrha, which is generally, square on plan and occasionally rectangular. 
Starting from small Amman shrines having only the garbhagrha, they are found 
built with all other adjuncts like antardla, ardhamantapa, giidhamantapa, 


mahamantapa and mukhamantapa. 


Regarding the orientation of the Amman shrines, different practices are 
noticed. The common practice of the day was to construct the Amman shrine to 
the left back of the main shrine in the case of Shiva temples. In the Vishnu 
temples, the same was built towards the right back of the main shrine. Both the 
types are found in the region, in good number. Besides these, there are also 
certain other methods followed in the orientation of the Amman shrine. In a few 
temples the main shrine faces west and in front of the main shrine slightly 
towards the right” (Shaiva) (Fig 6.) or to the left”? (Vaisnava) sides (Fig 7.) 
Amman shrine is built facing east. In certain other temples (Shaiva) Amman 
shrine is built facing south on the left front of the main shrine. Good number of 


examples of this type are found in the region. 


A few temples of the region have no separate structure built for Amman 
shrine. The images are housed in the cella built attached to the left wall of the 
gudhamantapa of the temple. All these cellas are built facing south. All the 
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examples of this type belong to Shaiva creed except one, which is of the 
Vaishnava creed*’, Nowhere in the region, an Amman shrine oriented towards 
the north is noticed. All the facts mentioned above are helpful to understand the 
deviations that the architects have opted for, particularly in the orientation of the 
Amman shrine. These diversions were probably because of the beliefs and 
tradition that prevailed in the region, or for the convenience of construction of 
the building. 


The Amman shrines are found built in the first and the second prakara of 
the temple (Fig 5). In elevation, all the Amman shrines are sadvarga shrines and 
possess simple to ornate adhisthanas. Treatment of bhitti is generally simple, 
possessing only bhittipGdas and kdstas and occasionally kumbhapaiijaras. In a 
rare example it is more detailed in its decorative carvings than that of the main 
shrine itself?'. The prastara part generally possesses the regular kapdta and the 


vajana with vyalamala. 


Generally, above this the prasdda is built having védi, griva and Sikhara, 
thus making it an ékatala vimana shrine. In the region of our study, forty 
' vimanas are noticed. Of them five possess original sikharas. The rest are 
completely modern. Of the original vimdnas, almost all the Amman shrines of 
ékatala vimana, of the Srivisala variety. Two examples of dwitala vimana of 
different varieties like visnukanta and swastika are noticed. In these dwitala 
vimanas, in the Prastara part, above the vajana, hara of miniature pavilions are 
noticed. All the prdsGdas of the Amman shrine are built of brick and mortar. 
Amman shrine possessing a stone sikhara is not noticed in the region of our 


study. 
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GROUND PLAN 


PART-B 
MAHAMANTAFPA (Fig 3) 


Mahamantapa is the pavilion constructed right in front of the 
gitdhamantapa of the temple and it is always bigger in dimensions than those of 
the giidhamantapa, therefore it is called by the name mahamantapa (p1-254). Its 
axis is common to the axis of the main temple. The plan of the mahadmantapa 
may also vary from place to place and from time to time. Its plan may be square 
or rectangular, with or without indentations. A rare instance of a mahdmantapa 


having a stellate plan is also noticed”. 


Mahdamantapa is an optional structure to the shrine proper. It may also be 
called as an elaborate version of the mukhamantapa of the temple. This 
mahamantapa may be completely open or partly closed or closed on three sides 
or closed on all the four sides and the last condition is applicable to the temple of 
the Tamil region only. If it is closed on all sides and it is built in addition to the 
giidhamantapa, then it is called by the name mahdmantapa. If the mahamantapa 
is closed on all the sides, doorways are provided normally in the front and also 
on one of the sides, which will invariably be the south. If the mahdmantapas are 
open, then they may have a porch or just a flight of steps on all its three open 
sides or only on the front side. Some of the mahdmantapas, closed or open, are 


provided with mukhamantapas”. 


The mahamantapas are also built on an elevated plinth. The floor is neatly 
done with stone slabs. The pillars may be of one particular type or of mixed 
varieties. The central bay of the mahdmantapa is often treated specially with 


ornate pillars and an ornate ceiling. 


The outer prastara of the mahamantapa is generally provided with broad 


double flexured kapdta. Sometimes the corners of the kapdta are also provided 
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with hanging stone chains. The parapet of the kap6ta is generally of brick and 
mortar and possesses a row of niches housing sectarian stucco sculptures. The 
ceiling of the mahamantapa is treated differently in different places. It may be 
flat or it may also have bays with raised ceilings. The central bay of the hall may 
have a raised roof or the nave of the hall or part of it may have a raised roof. But 
in the case of raised roofs no clerestories are provided for ventilation. Instead, the 
side walls of the raised portions on the inside are suitably paneled and sculptured 


and even painted to the taste of the artist. 
VAHANAMANTAPA (Fig 6) 


Vahanamantapa is a pavilion built for the vehicle or mount of the 
presiding deity of the temple. The Texts do not mention anything about the 
construction of vahanamantapa as such. But they do mention that the vahana of 
the presiding deity should be installed in a particular plot of the temple 
complex*’. But the architects of the temples have provided an attractive manftapa 
for the vahanas of the god to suit the ambience of the temple. VG@hanamantapas 
are generally constructed on the main axis of the temple and in front of the 
entrance to the main shrine. They are placed slightly away from the main 
entrance. There are temples where there is no entrance doorway on the main axis 
of the temple, but access provided on the sidewall of the giéidhamantapa. In such 
cases, in the in the place of a doorway on the main axis, a j@lavatayana is fixed. 
Beyond the jalavatayana ,at a short, distance a nandimantapa is constructed, the 
intention being that the vehicle of the god should always be visibly installed in 
front of the main deity*>. 


Construction of the vahanamantapa is quite early in date. In Karnataka, 
right from the days of the Badami Chalukyas the construction of v@hanamantapa 
is noticed. Contrary to this, the Pallava temples do not possess separate 
vahanamantapa in the temple complex. But in Tamilnadu, the tradition of 


building v@hanamantapa appears from the days of Vijayanagara and onwards. 
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As the region of our study is a buffer zone the tradition of constructing 
vahanamantapa can be noticed from 9" century A.D*., and continued to the late 
Vijayanagar period. 

In case where there is no separate vahanamantapa built, the sculpture of 
the vahanas, particularly, that of Nandi is installed on the main axis either in the 
ardhamantapa or giidhamantapa of the temple. Likewise where there is no 
separate shrine for Garuda, a relief of Garuda is carved on the dhwajasthambha, 
on that particular side, which faces sanctum, erected on the main axis of the 


temple. 


Vahanamantapa is generally a pavilion square on plan. The same 
Sadvarga principle is followed in the construction of the vahanamantapas. The 
vahanamantapas, except for their super structure, are built out of dressed stone 
masonry. This means to say that the importance given to the god was extended to 


the vahana of the also. The vahanamantapas are of two types. They are 
i) Nandimantapa 
ii) Garudamantapa. 

The temples of the region are mostly Shaivite in creed and they possess 
nandimantapas. Yet, the garudamantapas are also not unknown. But a notable 
difference between these two types of va@hanamantapas is discernible here. The 
nandimantapas are always open pavilions while the Garudamantapas are always 
closed shrine-like structures. Both the types of v@hanamantapas are built on an 
elevated plinth consisting of different types of mouldings. Some are even built on 
an upapitha’’. A study of the mouldings of these plinths indicates that they 
belong to the following categories of plinths: 

i) Pratibhadra upapitha 
ii) | Majficabhadra upapitha 


iii) | Padmakésara adhisthana 


iv)  Sribandha adhisthana 
v) Sribhéga adhisthana . 


In the case of a nandimantapa, the canopy of the pavilion is erected over four 
pillars placed at the four corners of the plinth (pl-255). These pillars are 
decorated according to the order and style of the pillars of the period. Pillars 
support the corbels above which the prastara is found. prastara consists of 
valabhi, kapota and vajana. The kapéta are of two types. The first is the usual 
type of kapdta found on the temple walls. It is quadrant sectioned and decorated 
with rows of ndsis at regular intervals. The types of decorations such as hanging 
knobs, horizontal cable mouldings, reliefs of floral and decorative designs are 
noticed occasionally. The second type of kapdta is the broad double flexured 


kapota of the Vijayanagara period. 


Above the ceiling of the nandimantapa a superstructure in the dravidian 
mode of brick and mortar is constructed. Unfortunately none of the original 
superstructures of the nandimantapa in the region are extant. Only their traces 
can be seen. The only existing superstructure above the nandimantapa found in 
the region is from Taramangalam. Even this is a structure of the recent times. It 
is of the Srikara variety. A solitary instance of a nandi placed on just a Sribandha 


adhisthana is also noticed. It has neither the pillars nor the canopy above”. 


The garudamantapas of the region are generally constructed as closed shrines 
(pl-256). They are also built on moulded plinth, usually of the padmakésara 
variety. Of the six garudamanfapas found in the region only one has a 
pratibadhra type of upapitha. The bhitti is treated like the regular decorated wall 
of the temple. The walls consist of pilasters of different varieties, kOstas ,t6ranas 
and such other decorations. The prastaras of these garudamantapas are of the 
types described already. However, the kapdtas of these garudamantapas are the 
usual sloped and quadrant sectioned variety with nasis at regular intervals. No 


double flexured broad kapdta is provided for the garudamantapa, as the shrine is 
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covered by wall all-round. The only superstructure found above the 
garudamantapa of the region is at Varadaraja perumal temple at 


Sendamangalam. This also is of the recent times and it belongs to Srikara variety. 


In the region of our study tradition of constructing vahanamantapa for the 
Amman shrine inside the Shaiva temple complex is also noticed. Hence, this 
becomes the second vahanamantapa of the same temple complex. The first is in 
front of the main shrine and the second if in front of Amman shrine built by the 
side of the main shrine. In case no Nandi pavilion is provided for the Amman 
shrine, the image of Nandi is kept in the ardhamantapa or giidhamantapa of the 
Amman shrine. A notable feature of the tradition of installing vahana in front of 
the presiding deity is worthy of note here, even though this does not come under 
the purview of the subject. The Amman shrines of the late Chola period were 
provided with a sculpture of Nandi placed in front of the deity. The same 
tradition gets changed during the Vijayanagara period. Instead of Nandi the 
sculpture of a lion was placed in front of the Amman shrine. Another point to be 
noted here is that no sculptures of va@hanadévatas are placed in front of the 
Vaishnava Amman shrines. 

PATALANKANA Fig 5) 

Patala (Skt) means below the ground level. Therefore, this is a pavilion 
on lower level, lower than that of the floor level of other structures of the temple 
complex. Patalankana is seen built just above the ground of the surrounding 
courtyard of the temple for providing shelter. The pillars are erected over the 
ground level without any substantial plinth. The floor level of the patalankana 
will be equal to that of the surrounding courtyard. The floor of the patalankana is 
always paved with stone slabs. In spite of the ground level of the patalankana 
being low, the roof of the patalankana will always be equal or sometimes higher 
than that of the adjacent manfapas or structures. Therefore, the pillars of the 


patalankana are always taller than those found in other parts. As said earlier, no 
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plinth is built for the patalankana but the nikhatasthambhas are generally 
provided for that support of the pillars. Patalankana is an architectural member 
of the temple complex, which makes its appearance from the Vijayanagara days 


onwards. 


No reference to patalankana is found in the Texts on architecture. 
However inscriptions mention the term patalankana. Therefore, patalankana is 
not an orthodox structure necessary for the worship. It is purely utilitarian in 
character. During the Vijayanagara period due to the elaboration of the religious 
festivities in the temple many structures were added to the temple complex for 
various purposes. The devotees thronged the temple in large numbers. To give 
protection from rain and shine, unorthodox structures were constructed all-round 
the temple or at required places to cover the open courtyard of the temple. The 
result is the construction of pdatalankana, which is just a shelter above the 
courtyard. In some temples, due to necessity, at a later date, some portions of the 
patalankana are also converted into subsidiary shrines and other similar 


structures. 


Socio-religious ceremonies, where people gather in large numbers were 
held generally in the patalankana. Patalankana is a hypostyle pavilion with no 
prescribed shape and size. The pillars of the patalankana rise from the 
surrounding ground level of the temple and the roof as already said will be equal 
or slightly higher than that of the adjacent building of the temple complex. 
Therefore, normally, pillars of citrakhanda or vyalakanta or saumyakanta variety 
having tall shafts only are used here. The ceiling of the patalankana is generally 
treated plain and devoid of ornamentation. The kapéta of the patalankana is 
generally treated to have double flexured body. The soffit of the kapdta 
sometimes even has the carved design of wooden frame work. The upper portion 
of the kapdta may also have the reliefs and sculptures of animals like monkeys, 


pigeons, serpents and monitors and also raksasamukhas etc. The patalankana 
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may also have a parapet built out of brick and mortar. The decoration for the 


parapet often just a row of kdstas housing stucco sculptures. 
RANGAMANTAPA (Fig 5.) 


Rangamantapa is a pavilion, which contains a centre stage within. 
Mantapa means a pavilion, Ranga means a stage and therefore a Rarigamantapa 
means a pavilion with a centre stage. Rarigamantapa is a feature added to the 
temple during the Vijayanagara period due to the elaboration of the Hindu 
religious rites as a result of prominence given to the Bhakti cult. The Hindu form 
of worship according to the Bhakti cult, consists of two aspects. They are the 
angabhdga and the rangabhdga. Angabhdga is the form of service done to the 
image of the god. The image is worshipped by bathing in different types of 
liquids like water, milk, oil and ghee, curds, honey, tender coconut water, 
perfumes etc. Afterwards it is decorated with varieties of dresses, ornaments, 


flowers, leaves etc. This activity forms the angabhoga aspect. 


The rangabhdga consists of entertaining the god by various performing 
arts conducted on the stage specially meant for this purpose. Such places meant 


exclusively for the performing arts are called by the name rangamantapa. 


Some of the existing temples were also added with a rangamantapa in 
their premises during the Vijayanagara and post-Vijayanagara periods. 
Rangamantapa is a pavilion, which is generally located to the left front side of 
the main shrine. This pavilion is a large hypostyle hall open on all the sides. In 
this hall, cultural performances, as a part of the worship, were conducted. 
Hundreds of devotees gather in this mantapa. The cultural performance was 
conducted on the stage, built at a suitable end of in the pavilion. Normally the 
stage will be at the rear end of the rangamantapa and it faces the courtyard. 

During the, pre-Vijayanagara times, particularly the Hoysala period, 
rangamant{apas were a part or an extension of the navaranga of the temple. If the 
navaranigas are closed on all the sides it becomes a giidhamantapa. Yet, in the 
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centre of the giidhamantapa a slightly elevated platform was constructed and it 
was used as a central stage. In some other temples of the Kalyana Chalukya and 
Hoysala styles, no giidhamantapa was provided for the temple. Instead in front 
of the Sukandsa,” a large open hall was constructed. The central part of this hall 
was provided with a slightly elevated platform, which served as the central stage 
for all performing arts. In such cases these pillared halls are not called by the 


name navaranga, instead they are referred to as rangamantapa. 


Some other temples of the same period and style have giidhamantapa and 


also an open pavilion of the type described above. They are referred to as 


'-- mahamantapas. 


This tradition was carried forward during Vijayanagara period in 
Karnataka and particularly at Hampi. They possess on plan a mah@mantapa in 
front of the giidhamantapa. This was also used for the purpose of conducting 
performing arts as a means of worship. Therefore construction of a separate 
rangamantapa along with the regular mahamantapa attached to the main shrine 
was only optional in nature. In such cases, the rangamantapa was constructed 
‘towards the left corner of the prakara in the front side of the main shrine. 
‘Besides these, the use of giidhamantapa with centre stage also continued to serve 
the purpose of the rarigamantapa of the temple. The Hazara Ramaswami temple 


and Vijayavittala temple at Hampi are good examples for this practice. 


The plinths of the rangamantapa are built according to the taste and also 
the available resources like men and material. Ornate plinths for the 
rangamantapas are also available in good numbers. The pillars of the 
rangamantapas are of various types and they are the best showcases of the orders 
of pillars of the Vijayanagara style. The row of pillars that is found in fagade and 
also sometimes on the sides are vyGlakdnta or any other similar type. The pillars 
in the middle of the rangamantapa are generally of the citrakhanda variety. 


Sculptural reliefs of socio-religious, faunal, floral and other decorative themes 
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are carved on the front faces of the pillars. Generally, the back wall of the 
rangamantapa is built adjacent to the wall of the guidhamantapa or is built close 
to the Prakara wall. In the latter instance, normally, a masonry platform is raised 
at the rear end to serve as a stage. The pillars raised on the stage of the mantapa 
are generally made more ornate in their carving than the other pillars. In some of 
the temples, the rarigamantapa is multi functional”. It is not only used as a stage 
but also sometimes to keep the vahana idols taken in procession during the 
festivals and in some other temples they are used to perform the ydgas and 
yagnas. Therefore, this mantapa is called by various names such as 
rangamantapa, vahanamantapa and yagamantapa. The prastara and roof of the 


rangamantapa is treated like any other mantapa described above. 
KALYANAMANTAPA: 


Kalyanamantapa literally means the marriage or the wedding pavilion. It is used 
to conduct the marriage ceremony regularly conducted for the presiding deity of 
the temple as a part of worship or service to the deity. There is no specific place 
or plot prescribed in the texts in the temple complex for the construction of 
kaly@namantapa. Accordingly the kalyanamantapas are found constructed in 
different parts or directions of the temple premises. The kalyGnamantapa is a 


architectural member found in the temples of Vijayanagara period and onwards. 


The kalyGnamantapa, on plan, is generally square with or without 
indentations. It is commonly built in front of the mahamantapa slightly on the 
right side of the main axis of the temple. It is a free standing structure open on all 
its sides with the intention of providing a good view to the audience from all the 
sides. KalyGnamantapa is built normally ornate and all its architectural parts are 
generally treated in a very luxurious manner. The plinth is normally of sribandha 
or Sribhéga types. The kalyanamantapa consists of a number pillars arranged in 
concentric squares. The central bay of the kalyanamantapa is provided with an 


elevated platform again with a decorated plinth commonly of the type used for 
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the kalyGnamantapa proper. This platform may support the central four pillars of 
the mantapa or the platform may be totally devoid of pillars. Different types of 
pillars common to the architectural style, of the period can be noticed here. The 
bays of the ceiling of the kalyanamantapa are also generally treated in a very 
ornate manner. Special attention is found given often to the carving of the ceiling 
of the central bay. On this central platform of the kalyanamantapa, religious rites 
are held. People gathered inside the mantapa as well as people standing outside 
could see the rites performed in the mantapa. KalyGnamantapa is generally 


provided with staircases on all the four sides. 


As the kalyGnamantapa is an open pavilion it is provided with a broad 
double flexured kapdta. The hdra above the kapéta is again a row of miniature 
shrines built out of brick and mortar, housing stucco images of sectarian theme. 
Conventional kalyGnamantapas having the trivarga features built very neatly, 


and in an ornate manner inside a large mantapa of the temple are also noticed. 
MISCELLANEOUS MANTAPAS 


Besides the major types of manfapas described already, smaller mantapas 
used for various religious purposes and for other requirements built inside and 
outside the temple complex are also noticed. These mantapas are built purely for 
utilitarian purposes. Some of the mantapas are multifunctional also. These 


mantapas are not very ornate in their carvings and are not big in their forms also. 


These mantapas are normally built on an elevated platform or on a 
moulded plinth. The plinth may either be ornate or simple. The pillars used in the 
construction of the manfapas are generally simple. If they are carved ornate, they 
resemble the types of pillars of the surrounding structures of the period. 


Likewise, the prastaras are also treated in both simple and ornate way. 


A study and description of some of the mantapas identified with specific 


names and functions are made here. 
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VASANTAMANTAPA (Fig 5.) 


Vasantamantapa is a pavilion built for conducting certain specific 
‘ceremonies during the vasanta Rtu i.e. the spring season. This is also called as 
caitrotsava. Mantapas having this name are found commonly in almost all the 
temples built during the Vijayanagara and Post-Vijayanagara periods. 
Vasantamantapa of ornate and non-ornate varieties are noticed*!. On plan they 
are normally square, sometimes with a porch in front. Vasantamantapas having 
one or multiple avkanas are also noticed. The vasantamantapa is built above a 
plinth, which may be ornate or conventional. Vasantamantapas are generally 
open on all the sides. The pillars also may be either ornate or of simple variety. 


The ceiling is often flat and occasionally of the nabhicchanda type. 


DOLOTSAVA MANTAPA: Délétsavamantapa is a pavilion built for conducting 
the swing festival for the god (pl-257). It is an open pavilion built like the 
vasanatamantapa. It is always constructed with a single bay, but its pillars are 
generally taller than those of the other manfapas. Hence, the canopy of this 
mantapa will be at a higher plane. The ceiling of the d6létsavamantapa will 
generally be plain. To the ceiling iron hooks are fixed to hang the swing. 
Occasionally, stone chains are also provided for the ceiling to fix the rope of the 


swing. 


SNAPANA MANTAPA: A pavilion constructed for conducting the bathing 
ceremony of the processional idols is called by the name snapanamantapa. 
Therefore it is built by the side of a water source, which may be a tank, river or 
such other place. Sometimes this snapanamantapa is also built in the middle of 
the tank. Snapanamantapa is also a pavilion with a single bay raised on a plinth. 
Few of the snapanamantapas built in the middle of a tank have all the gadvargas 
of a temple. Besides the lower three vargas, the griva, Sikhara and stupi are also 


added to the canopy. 
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UTSAVA MANTAPA: Utsavamantapa is a pavilion constructed in different 
parts of the town, by the side of the main streets, wherever the image of the deity 
was taken in procession during the festival days. The God was taken in a 
palanquin in procession around the city. At important places of the city, the 
palanquin was kept in a small pavilion built specifically for that purpose. Thus, 
the devotees of the town had a close view of the deity, at the same time got 
certain forms of worship also done. Such manfapas are called by the name 


Utsavamantapas. 


Utsavamantapas generally consist of one bay with or with out a porch. 
Utsavamantapas are also built, like any other mantapa discussed above, generally 


these are of the trivarga type only. 


SAYANA MANTAPA: Sayanamantapa is a small chamber built within the 
temple complex. Sayanamantapa is the bedroom of the deity of the temple. One 
of the daily rites of the Hindu form of worship is to send the god i.e. the 
processional image to a particular chamber built for this purpose within the 
temple complex. Sayandtsava is the rite conducted before sending the god to 
sleep. The Sayanamantapa will be furnished with a cot made for this purpose 
either in stone or wood. Cushions are also spread over it. The processional image 
of the deity along with the image of the consort is kept in the chamber and it is 
locked. As the processional images and the decoration of ornaments made to 
them are precious in nature, the room is secured well with walls and doorways. 


Therefore, Sayanamantapas are not open pavilions but a closed cellas. 


Structurally, Sayanamantapa is a part of the temple complex. It is a single 
celled chamber. Generally, the treatment of the exterior of this chamber will be 


ornate and sometimes even more ornate than the main shrine itself. 


There is one type of structure found inside, some of the minor temples of 


the region, which is multi functional in its character. This is just a small pavilion 
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in which the vasantdtsava, délotsava, kalyandtsava and all other functions are 


done one by one. This is obviously due to shortage of space and funds. 


Now coming to the mantapas of the region of our study, they may be 


described, one by one as follows. 


The first among the mantapas to be discussed here is the mahdmantapa, 
as it is a structure, which is built just in the front of the temple. The 
mahamantapas in the temples of the region of our study are found in good 
numbers. They are either constructed along with the main shrine or added to the 
existing shrines. The practice of constructing mahamantapas starts from 14" 
century onwards. The types of the plans of the mahamantapas have already been 


discussed. 


In the region of our study, two types of mahadmantapas are noticed. They 
are of the closed and open types. But in the plan and elevation they are almost 
alike. On plan they are either square or rectangular. Nowhere a mahamantapa 


with an indented plinth line is noticed. 


About five mahamantapas of closed variety are noticed. Their 
dimensions vary. Normally the mahdmantapas are always bigger at least by one 
bay than the giidhamantapa on all it sides mahdmantapas are added to the main 
shrine on the main axis of the temple and they are connected to the 
gtidhamantapas through a doorway. An additional entrance is also provided 
sometimes on the southern side for the mahadmantapas. The mahamantapas are 


sometimes provided with porches for one of their doorways. 


Mahdamantapas contain more than four pillars. The hall is divided into a 
central nave and flanked by aisles. The pillars of the mahamantapas are of the 
vyalakanta or citrakhanda types occasionally (pl-254). The pillars of the Hoysala 
type are also noticed. Jalavatayanas for the mahamantapas are also found. The 
roofs of mahdmantapas are plain. and non ornate in rae Ornate doorways are 


occasionally noticed. It is a fact, that in the Tamil tradition, the doorways are 
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generally simple and non-ornate. As this region is a buffer region and was ruled 
by the Hoysalas also for a brief period, Hoysala feature is reflected in the 
treatment of some parts of the temple. The doorways of the mahamantapa are 
one such part, which have received much attention. Therefore they are carved 


ornate and reflect the Hoysala workmanship. 


Of the mahamantapas of the close type found in the region of our study. 
One temple has a luxuriously ornamented plinth. This is provided with a 
pratibhadra upapitha and a luxurious padmakésara plinth. Two plinths of this 
variety are noticed. They are at Mohanur. In this temple both the main shrine and 
Amman shrine are provided with mahdmantapas. Both have identical plinths of 
the ornate type and they belong to Padmakésara variety. The surface treatment 
of the outer walls of the mahamantapas is also identical. They are decorated with 
bhittipadas, késtas and relief sculptures. Bhittipddas of ornate Visnukanta variety 
with equally ornate capitals are noticed. The bases of these pilasters also contain 
relief sculptures of divinities. The sculptures carved on the wall are seen only at 
the lower part of the wall so that one can have a comfortable view of the 
incidents depicted here. Puranic personages like Bedara Kannapa, Shiva dancing, 


Rati and Manmatha etc., are found depicted here. 


The prastara consists of the ordinary kapéta decorated with nasis, floral 
reliefs and rows of closely spaced drops at the tip. No parapet is found. 


jalavatayanas of Gavaksa type are fixed in the niches of the wall. 


Now coming to the open mahdmantapas, two variants of this type are 
discernible. The first is the ornate variety and the second is the non-ornate 
variety. The ornate varieties of mahamantapas are built over an orate plinth 
usually of the sribhdga type. Attention has been given to the decoration of each 
and every moulding with varieties of designs, such as large and small lotus 
petals, beaded strings, creeper scrolis, bands of diadems and diapers, 


katakavrtakumuda etc. The gala portion and the face of the upana are relieved 
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with sculptures of socio-religious themes and faunal and figural reliefs. 
Miniature shrine motifs are also carved at regular intervals, particularly at the 
bottom of the peripheral pillars. These shrines again contain sculptural reliefs of 
different themes taken from socio-religious spheres. It is noteworthy that some of 
the mahamantapas are built directly over the upapithas. Such upapithas are of 
pratibhadra type. The gala part of the upapithas contain the decoration of 
sculptures that reflect the socio-religious milieu of the contemporary society. A 
noteworthy feature of the mahadmantapas of the region is that nowhere a sdpdna 
is provided on the main access of the temples. Instead they are provided to the 


mahdamantapa central bays of the two sides, of the mahamantapa: ... 


The mahdamantapas of the ornate variety are known for their pillars and 
piers, which exhibit exquisite sculptural reliefs of faunal, floral, figural and 
decorative themes. These pillars are of many varieties. All these pillars reflect the 
Vijayanagara style of workmanship in their execution, design and decoration. 
Majority of the pillars are of samyukta stambha type, while a few are of 
citrakhanda variety. The samyukta stambhas contain pillarets, sculptures, 
traceries, vyalas (vydlakanta), aswas (aSwakdnta) and simha (simhakanta) 
varieties of relief sculptures and decorative designs. In the arrangement of the 
pillars a prevailing norm is observed. The pillars are arranged in two concentric 
squares surrounding a large bay either square or rectangular. Of these, outer of 
pillars face the courtyard. That is to say the pillarets or the prominent sculptural 
reliefs carved on them face the courtyard. Likewise, in the inner square of pillars 
the pillarets and the prominent reliefs face the central bay. Another norm in the 
decoration of pillars is also noticed. Generally, the two pillars that flank the 
central bay on all the three open sides of the manfapa are either of aSwakanta or 
of vyalakdnta variety. The vydlakantas are placed in the front portion of the 
mahamantapa while the Aswakdanta pillars are placed flanking the side entries. 
The pillars at the corners have three pillarets carved on their shafts. As these 


pillars face the three directions, for each of the directions one pillaret is carved 
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for the shafts. The remaining pillars on all the three open sides of the 


mahamantapa have single pillarets facing the courtyard. 


Pillars of the central square are arranged in a similar fashion facing the 
central bay. In this arrangement of pillars of the central bay two varieties are 
again noticeable. In the first variety the four comer pillars have a group of three 
pillarets each and the other pillars have one pillaret each and a standing sculpture 
of divinity and a devotee. The central pillars on all the sides are provided with 
traceried pillarets and standing sculptures almost in round. The sculptures always 


face the bay while the traceries may sometimes face the aisle. 


In the second type, all the pillars are of the vydlakanta and aswakanta 


types. All the animal motifs are carved facing the central bay. 


Ceiling of the central bay of the ornate mahdmantapas at a few places are 
raised slightly higher than that of the surrounding aisles. By the construction of a 
prastara above the architrave facing the central bay the ceiling is raised by three 
to four feet. The entablature facing the bay has either panels with narrative 
sculptures or deeply sunk recessions, which are empty. However, the entire 
surface of the entablature as well as that of the ceiling is painted with attractively 
coloured designs. Some of the ceilings of this variety also have hanging chains in 
the central part. This indicates that he mahamantapa was used for different types 


of religious functions and festivals connected with the temple. 


The arrangement of the pillars with varieties of carving in a very attractive 
manner is the specialty of the mahamanjapas of this region. Such a variety and 
harmonious blend of the sculptural and architectural: design for decoration is 
rarely seen even in the Vijayanagara capital. The sculptures and the other 
decorative designs are very neatly executed. The multiplicity of the decorative 
designs and the variety of architectural and sculptural motifs knows no bounds 
and they reflect the wealth of imagination of the artist who created these 


beautiful mahadmantapas. 
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The kapotas of the ornate pavilions are generally broad and of double 
flexured variety. The soffit of these kap6tas instead of possessing the framework 
of wooden beams and battens, have three or four horizontal broad concave bands 
or flutings with prominent ridges running parallel throughout (p!-78). This is a 
common type of decoration found in the region of our study. The projecting 
corners of these kapdtas are provided with stone chains. The smooth upper 
surface of the kapdta is provided with reliefs and sculptures of animals like 
monkeys, pigeons, monitors, snakes. and such other themes. The vajana above 
the kapdta is usually simple and plain. Occasionally, it is thinly moulded with 
horizontal grooves and ridges. No parapet is found at present for these 


mahamantapas. 


Non-ornate variety of mahdmantapas are also available in quite a good 
number”. They are of Vijayanagara and Post-Vijayanagara periods. Simplicity of 
execution of the structure, austerity in the carving of decorative designs are 
strikingly noticeable. The plinths are simple resembling the simple upapithas, 
without decorative carvings. The pillars are of citrakhanda variety. Of these 
pillars, some are plain and some have minimal decorative reliefs. The kapdta of 
the mahdmantapas are of the usual type punctated at regular intervals by thinly 
carved ndsis. The vajana is also simple and plain. No parapet is found. In the 
interior also, the execution of the mantapa is very simple. The ceiling is also 


non-ornate and no raised ceiling for the central bay is found. 


In the region of our study, the Rarigamantapa is noticed only at one place. 

It is very simple and crude in its execution. It is built separately in the second 
prakara and to the left of the main axis. This is a hypostyle hall built adjacent to 
a corner of the Prakdra wall, hence it is closed on the back and left sides. It is a 
rectangular hall without any porches. No indentation is found in the plinth of the 
mantapa. There is no plinth visible for this mantapa. It is possible that it is 
concealed under the ground. But the entire mantapa has a stone paved floor, the 
level of which corresponds to the outer ground level. The peripheral pillars are 
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raised above this floor. The central bay has a slightly raised ground level over 
which the pillars of the inner square are raised. The pillars on the periphery are 
simple in their execution. Tall cylindrical shafts support an Gdhdrapdtika. Four 
rows of pillars are placed to divide the hall into a central broad nave flanked by 
two aisles. The numbers of pillars are uneven in the rows. The extreme rows of 
the left and right sides have six pillars each while the two central rows have five 
pillars each. At the backside of the hall is an elevated platform to serve as a 


stage. No architectural feature worthy of note is seen in this mantapa. 


It is possible that the practice of constructing rangamantapa was not 
prevalent in the region of our study. Only one crude example of rarigamantapa is 
found in the region and that too is in a temple built under the patronage of the 
Hoysala king Ramanatha Deva (1252- 1295 A.D.)*°. Number of inscriptions of 
Hoysala king Ramanatha Deva recording grants to this temple are found in its 
premises. Therefore it is possible that the concept of constructing rangamantapa 
separately in temple premises went from Karnataka to this region. In all other 
temples of the region, either the mahdmantapa or the giidhamantapa itself was 


used for the rargabhdga ceremonies. 


Kalyanamantapa in the region is again solitary in its occurrence. Only one 
mantapa distinctly called as a kalyGnamantapa is noticed at Kailasanatha temple 
at Rasipuram. It is a small conventional pavilion having only four pillars. It is 
built separately in the courtyard towards the right side of the giidhamantapa of 
the main shrine. Due to renovation done in the recent times, the plinth is almost 
covered. From what is visible it may be surmised that this manftapa had an ornate 
plinth of the sribhéga variety. The four pillars of the kaly@namantapa belong to 
the samyuktasthambha category. The pillars are like piers having the citrakhanda 
shaft provided by three pillarets on its three open sides. The architraves on all 
four sides have relievos of rows of lotus petals with hanging lotus drops in the 


bottom centre. The kapéta is of the double-flexured variety. The ceiling is built — 
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in the nabhicchanda mode in three layers. The central square of the ceiling has 


the relief of Padma and tiny figures of Rati and Manmatha. 


The temples of Tamilnadu are known for the construction of ornate 
kalyanamantapas during the Vijayanagara period. But it is strange that this rich 
tradition did not percolate to this region. However, in some of the temples of the 
region, very ordinary pavilions are called by the name kalyaGnamantapa. They are 
located in different parts of the temple premises. It is noteworthy that the practice 
of the region, to conduct the kalyanétsava festival either in the giidhamantapa or 


in the mahamantapa of the temple is still prevalent in the region. 


Now coming to the miscellaneous mantapas of the region, no manfapa 
with the specific name Vasantamantapa is noticed in the region. 
Délotsavamantapas are found in few numbers. Most of them are simple in their 
construction and carving. A solitary instance of an ornate Ddlotsavamantapa is 
noticed in Ardhanarishwara temple at Tiruchengodu. This Dd/6tsavamantapa is 
built on a Pratibhadra upapitha ornate and attractive in its design and execution. 
The upapitha is placed on a Janman (bed slab), which is carved in the form of a 
kiirma (turtle). The mouldings of the upapitha are upana, padmajagati, gala, 
kapota and vajana. Every moulding of the plinth is neatly finished with 


appropriate decorations. 


A notable feature of this pavilion is that it has relief sculptures carved on 
its vertical face. These are relievos of the subjects, which are described in the 
tradition as the bearers of the divine pavilion. The astadiggajas, astandagas, 
twelve giants (daityas) are carved. The jagati is in the form of an adahpadma 
representing a sahasradalapadma. In the gala portion, inside the panels, the 
caturdasa maharatnas, astamangalas are all carved. The upper part of the kapdta 
is neatly ribbed and decorated with beaded strings. The four pillars of the 
mantapa are of the saumayakanta variety with crisp carvings of vertical ridges, 


horizontal mouldings and grooves, padmadalas etc. The ceiling is flat. It is 
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provided with iron hooks for fixing the swing. Therefore this may be identified 
as a dolotsavamantapa. This is also used for the praddsa piija as it is exactly in 


front of the nandimantapa. 


Utsavamantapas in the region of our study are available in plenty. They 
are found constructed near the temples and also in different parts of the town as 
well. They are very simple in their execution and possess no architectural feature 


worth special mention here. 


Snapanamantapas are found at a few places. They are built by the side of 
the tank and in the middle of the pond also. They are again mantapas of simple 
type purely utilitarian in character. Many of them are in bad state of preservation. 


They also do not possess any noteworthy architectural features. 


Sayanamantapas are found at a few places. They are small cellas built 
separately inside the temple complex. They are usually found towards to the left 
of the main shrines and occasionally to their right. All the Sayanamantapas are 
treated in an ornate manner. They possess exquisitely carved plinths usually of 
Sribandha or Sribhdga type. They are oblong on plan. If the temple is facing east 
it will be towards left side and if the temple is facing west it will be to the right 
side. Hence, the Sayanamantapas are always oriented towards the south. The four 
walls of this shrine are treated regularly with bhittipadas and toranas. In a tare 
instance a jalavatayana is also provided for the cella. The prastara consists of 


kapota and vajana thus making it a trivarga temple. 


From the study made above it becomes clear that for certain forms of 
worship and performance of some religious rites and ceremonies the mantapas 
were specifically built for that purpose and they were named after the type of 
ceremonies that were conducted there. For certain other minor rites and services 
no specific mantapas were constructed, but they were performed in the available 
space in the temple complex. Some of the major mantapas in a few temples were 


used for all types of ceremonies and functions commonly. In such temples 
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different structures for specific purposes were not at all constructed. So it 
becomes clear that depending upon the patronage, the available space and 
resources certain segments of the temple were constructed and certain others 
were never built. In such cases the available spaces were utilised in the temple 


complex commonly for all the functions. 


Besides the structures mentioned above, certain other blocks/ buildings/ 
halls/ pavilions were also constructed within the temple complex for various 
purposes. For example: the pdakasdla, yagasala, gdsala, storeroom, treasury, etc. 
References for such structures are found in the Texts. Texts also prescribe certain 
specific plots for the construction of such or similar structures within the temple 
complex. These structures are nothing but conversions of ordinary pillared 
mantapas into rooms or halls by erecting walls in the interspaces of the 
peripheral pillars. This was done for the sake of safety and privacy. 
Architecturally and aesthetically they are not significant. Hence, study of these is 


not taken up here. 
PRAKARA (Figs 3, 4, 5) 


Prakara is an euclosure wall built around the building. It may be a temple, 
a palace or any other similar important structure. prakara for a building may be 
more than one in number. They will be generally concentric in nature. Prakara, 
according to Manasara, is an enclosure, wall, fence, rampart or a surrounding 
wall. The uses of prakara, according to Manasara, are many. They are built for 
strength- (bala), for accommodating deities (parivara), for beauty (S6bha) and 
for defence (raksana). The prakaras up to five are mentioned in Manasara and 
Mayamata. Mayamata also gives the same meaning and purpose to the prakara 
as mentioned in Manasara. Prakara is a concept known since the times of 
Ramayana. But in the context of Hindu temples, it is known from the times of the 


Pallavas and the Badami Chalukyas in South India. Well known examples of 
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early prakaras are noticed at the Kailasanatha temple at Kanchi and the 


Virupaksha temple at Pattadakkal. 


The Texts also give specifications regarding the method of construction of 
the prakaras with regard to their height, decoration etc. The materials to be used 
for construction of prakdra are stone, wood, brick or sankirna (mixed). The 
height of the prakara should be up to the height of the architrave or the capitals 
of the pillars inside. The upper part of the praka@ra may be decorated in three 
ways. It may be decorated with a hara of miniature pavilions, crestings or turrets 
or images of seated bulls. Prakaras should be provided with gateways at all the 
four cardinal directions and the gateways should be in the middle of the length 
and breadth of the prakara wall. Prakaras may also be decorated with relievo 


sculptures. 


Though the Texts do not make any specific reference to the decoration of 
the surface of the prakara wall, early instances of decorated wall surface of the 


prakara are noticed”. 


However, the Texts mention that the inner side of the prakara wall may 
be provided with buttressing miniature shrines (khandaharmya), shrines of 
attendant deities (parivardlayas) and cloistered pavilions (avrtamantapas). The 
shrines that are not built separately in the courtyard and that are built as 
buttressing the enclosure walls are called Khandharmya. They are also called as 
Dévakulikas i.e. miniature turreted shrines. Such shrines are found in the 
Virupaksha temple at Pattadakkal and Kailasanatha temple at Kanchi. Though 
these Khandaharmyas are independent shrines, their back walls are attached to 
the Prakara wall. They are miniature shrines having almost all the components 


of a regular shrine. 
MALIKA (Figs 3and 5) 


Malika is a cloistered verandah built on the inner side. of the prakdra wall (pl- 
258). The malikas according to the Texts may be built up to three storeys. Malikas are 
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also referred to as Gvrtamantpas i.e. the pavilions that are built surrounding or enclosing 


a structure or a courtyard. Generally malikas are constructed surrounding the courtyard 


but in a few instances they are built surrounding the main shrine too. Rare instances of 


malikas constructed like pavilions/corridors outside the prakdra are noticed’. No 


mention of such malikas outside the temple complex is found in the Texts. Therefore, it 


is possible that it is a construction made for the convenience of the pilgrims who visit 


the temple during the festival season. 
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CHAPTER - Ii 


CONSTRUCTIONAL METHODOLOGY 


Texts on Hindu architecture, prescribe an almost identical constructional 
methodology for building the houses of gods. These methods are traditional and 
orthodox in character and are based on long experience. All the procedures to be 
followed meticulously are described in these texts. However, one may find slight 
procedural differences between the texts. However, KaSyapasilpa provides a 
clear and coherent account of the procedure to be followed in the constructional 
methodology of the temples. Hence, based on the information given in 
Kasyapasilpa and also on the basis of existing ruins of the temples an account of 
the important procedure to be followed in the construction of temples is 


explained briefly here. 


The first procedure to be followed in the construction of any building is 
the fixing of the orientation’. The procedure to be followed here is the fixing of 
the gnomen’. This has to be done at sunrise. On the prescribed auspicious day’, 
in the morning, the gnomen should be erected. It should remain in place till the 
evening. The gnomen should be erected always on a perfectly leveled ground. 
The ground should be at least four cubits wide (6 feet) on all the sides. With the 
help of the shadow of the gnomen all the different directions of the area are to be 


marked till the evening. 


The Text mentions two types of soils i.e., snigdha (hard) and asnigdha 
(soft)’. If the soil is hard the foundation pit of about three feet has to be dug. If 
the soil is soft, the pit has to be dug till the hard ground is reached. The 
foundation pit should be always six feet bigger on all the sides than the structure 
to be built. But the general practice followed is to dig to a depth of six feet, 
irrespective of the nature of soil found. After the pit is dug, thick or coarse sand 
should be filled to a height of about one foot and it should be beaten well with 


rammers and should be neatly leveled like the surface of the mirror. On this 


leveled ground, the six important contour lines of the drawing of the building 
should be marked on the ground. These lines are called ‘sitrasatka’ (the six 


lines)’. These lines are concentric lines. They are — 
i) manasutra: The line that corresponds to the line of the wall above. 


ii) vinyasasitra: The line that corresponds to the projection of the 


upper most line of the plinth. 


iii)  adhisthanasiitra: The line that corresponds to the projection of the 


lowest moulding of the plinth. 


iv) —_upapithasitra: The line that corresponds to the upper most and the 


lowest projections of the plinth. 


v) homasitra: The line that corresponds to the outer line of the bed 


slab below the upapitha. 
vi) pratyavasdnasitra: The line of the trench. 


Over this ground marked with lines, a layer of bricks has to be laid. This 
brick course is called prathaméstaka’. The bricklayer should extend over the 
entire area of the building, including the outer line of the vinydsasutra. The brick 
should be raised in courses like a hand-wall covering the area between the 
_ ma@nasitra and the homasiitra all-round the the building thus making two clear- 
cut divisions in the foundation pit. The outer portion of the brick wall should be 
filled compactly with boulders of different sizes. The lowest one normally 
contains bigger boulders, while the size gets reduced gradually towards the upper 
portion of the pit. The inner part of the brick wall has to be filled by sand or 


similar mixed material. 


Before filling the inner portion of the brick wall clear-cut locations of the 
pillars are to be fixed in the interior’. In these marked places, nikhdtastambhas 
should be erected. Nikhatastambhas are hidden (buried) stone shafts which stand 


as support for the bases of the pillars found in the centre of the hall or the 
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pavilion. The height of the nikhdatastambha corresponds to the level of the paved 
stone slabs of the floor of the interior. The surrounding places of the 


nikhatastambha (p\-258a) are to be filled by sand or similar material. 


Bhadraka pillars (engaged columns) partly embedded in the wall are made 
to stand on the upper most slab of the plinth. In case the plinth is also built out of 
bricks, the bhadraka pillars are also provided with nikhadtastambhas. Bhadraka 
pillars invariably possess a monolithic shaft. But shaft of bhadraka pillar made 


of two pieces of stones placed one above the other is also noticed® (pl-259). 


Over the surface of the hand wall of the bricks, bed slab is placed. This 
bed slab covers the area between the inner line of the mGnasitra and the outer 


line of the AOmasiitra. 


Another method of preparing the ground for the construction of the temple 
is also noticed in the area of our study”. Here, the temple is built over a sheet of 
bedrock. As the upper contour of the bedrock is not uniform, the surface of the 
rock itself is cut and dressed, to make it uniformly flat all-round (pl-260). Over 
this surface the janman (bed slab) is placed and the plinth is constructed. Above 
janman the mouldings of the plinth, according to the lines of the sitras are 


placed. 


WALLS: The walls of the temples of south India are built in a particular method, 
which appears quite strange in the light of the modern technology. The texts 
mention that the walls should be constructed using stone or wooden phalaka i.e., 
stone or wooden slabs. Texts do not mention that they should be built of stone 
blocks. The wall is built in two parallel layers maintaining a specific thickness 
(pl-261). The thickness of the wall is more in the garbhagrha portion as it is 
required to support the heavy weight of the pradsdda built above. The inner face 
of the wall is generally plain and simple. It consists of slabs neatly dressed on its 
face and four sides, while its back portion is normally undressed and rough. 


These slabs are generally long enough to cover the inter spaces between the two 
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bhadraka pillars. The slabs are placed horizontally, one above the other, without 


leaving even a little gap in between. 


While placing the stone slabs in courses all-round the structure, the 
architect adopted the swastika pattern, to join the slabs at the corner (pl-262). 
The swastika is one where the slabs at the corners are laid in such a way that the 
end of one slab is kept against the side portion of the side slab. In this joinery, 
always the clockwise direction is maintained. This procedure is followed 
throughout the inner surface of the temple and sometimes also on the outer 


surface. 


Inside the garbhagrha and antardla shelf slabs are also placed at the 
required height according to necessity. The outer face of the wall is generally 
made of thicker slabs. They are also placed horizontally one above the other. 
Necessary carvings of pilasters and relief sculptures are generally made after 
placing the slabs in their place in the wall. The outer slabs also have rough 
surface on their backsides. Two parallel rows of stone slabs, for inner and outer 
faces of the wall, are kept leaving some empty space in between. This empty 
space is filled compactly by a mixed material (sankirna) like mud, sand, lime, 
mortar or any other type of structural debris. To prevent the separation of two 
parallel slabs of the wall, at required places, particularly at the doorway portions, 
niche openings, etc., stone slabs common to both the faces of the wall, as locking 
stones to hold the inner and outer layers together, are also used (pl-263). After 
building the wall to the required height, a horizontal slab covering the entire 
thickness of the wall and the ceiling is placed above thus finally holding the two 
parallel lines of the wall together. This slab is called as the pracchddana slab. 
This is placed above the course of kapdta. This is also the ceiling slab of the 
building. The exposed face of the ceiling slab, on its sides will not be uniform 
throughout. Therefore, to make it appear uniform another piece of dressed and 
decorated stone is kept, all-round the course of the ceiling slabs of the structure. 
This is found all-round and above the kapota. This slab is called by the name 
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‘pracchadanasya Gsya’ i.e. the face of the ceiling slab. The architectural term for 
this slab is ‘vajana’. 

Occasionally, walls constructed out of a single layer of slabs are also 
noticed. In such cases, in the interspaces of the bhadraka pillars, stone walls are 
built. The slabs thus kept are generally plain and devoid of any carvings. This 
type of a wall is built for structures, which lack liberal patronage (pl-264). 


JALAVATAYANA: Jélavatayanas are architectural components of the temple 
fixed into the wall (pl-265) or any other portion of the building as required by the 
architect. Jalavatayanas provide dim light and air in to the interiors of the 
temples. jGlavdtayanas are called by the names jalaka and gavadksa. Though no 
constructional methodology is found used in the preparation of the 
jalavatayanas, it is necessary here to write a few sentences about them, as there 
is no uniformity followed in their preparation. Jalavatayanas are fixed into the 
structure at the places specifically provided for them. Generally square or 
rectangular openings are made in the wall while building the temple. This 
opening is common to both the inner and outer layers of the wall. Therefore, the 
core of the wall is also neatly covered with dressed stone. Into the opening made 
in the wall a jalavatayana, carved out of single stone slab, is firmly fixed into the 
central part of the section of the wall without leaving any gap in-between. As 
decorative foreground, for these j@lavdtayanas, architectural designs are carved 
on the wall surface of the bhitti in the form of a torana. Sometimes, without the 


térana also the jalavatayanas are fixed in the opening. 


The Nolamba artists were experts in the carving of the jdlavatayanas. 
They took the inspiration from the Badami Chalukyas, modified and improved 
certain aspects of the jalavatayanas, and prepared some of the best-known 
jalavatayanas. Rajendra Chola, a great connoisseur of art, took away, as war 
trophies, several of the Nolamba jalavatayanas from the Nolamba temples and 


one of them is still found installed in the Brihadishwara temple at Tanjore’®. 
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In the carving of the jalavadtayanas, the Nolambas adopted two different 


methods. They are: 


i) The slab consisting of the jalaka in the middle with all the 


decorative details of an architectural niche carved in the slab itself. 


il) Jalakas with an ordinary frame without any architectural 


decorations. 


The subjects of the jalakas, of the Nolamba art, are varied in nature. 


Generally, they are of two types. 


The first type is the one where, the subject of the jalakas is meandering 
creeper scrolls. The loops of the creeper scrolls are filled with tender leaves, 
sprouts, flowers, fruits and also the tiny figures of the musicians and dancers, 


etc.. 


The second type is the one, where the subject of the ja/akas is either 
divine or worldly. Sculptures of divinities like Brahma, Vishnu, Shiva, Durga, 
Kartikéya, Ganga and others carved. The spaces left out of the figures carved on 


the slab were perforated for ventilation. 


For the carving of the jalakas the Nolamba artists used greenish blue 
basalt, a fine-grained stone. The carvings made out of this stone are not only 


attractive for its colour but they are also ideal for intricate and crisp carvings. 


KAPOTA: The kapéta (dripstone) slab is placed projecting from the plumb line 
of the wall. Kapota is formed of a thick slab, sometimes hollowed in the lower 
portion from the point it projects out. Kapdta is generally formed of one slab and 
no additional course of stone slab is used to form the kapdta. However, in rare 
instances additional pieces of stone are used above the kapdta to carve the 


kirthimukhas above the ndasis on the kapota"'. 


In the dravidian architecture two types of kapdtas are noticed. The first 


type is thick and heavy, sloped on the top and flat or hollow at the bottom. The 
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section of this kapdta is like a quadrant or quarter circle. The common type of 
decoration found on this type of kapota is the nasi, carved at regular intervals. 
This type of kapota is found all-round the structure wherever the bhitti is found, 
in the pre- 12" century temples. This type of kapéta is used even for the 


mukhamantpas. This type of kapdta is described as the kapdta of the first type. 


The second type of kapdta is broad and slim and it is double flexured. Its 
section looks like the shape of the elongated English letter S. Its soffit is often 
decorated to appear like the under part of the wooden framework of a tiled roof. 
This type of a broad kapéta is regularly used for the open pavilions of the 
temples of the medieval period, though occasional use of this type is noticed in 


early temples also’. 


CEILING: The ceiling of the temples and pavilions are constructed variedly. 
Generally they are built out of stone slabs, dressed neatly at the bottom and at the 
two sides. Horizontal slabs are placed neatly above the architraves side by side 
without leaving any gap. The upper portion of the stone slabs is filled by lime 
mortar to make the ceiling waterproof. The early method of making the ceiling 
waterproof, as seen at the Ladkhan temple at Aihole, is not noticed any where in 


the area of our study. 


The second type of ceiling generally noticed is called as the nabhicchanda 
roof. Nadbhicchanda means a roof that looks like the formation of the ‘nabhi’ 
(naval cavity). In this construction, slabs of smaller lengths are placed 
diagonally to the lower square of architraves, so that each course of stone slabs 
placed, covers a portion of the corner of the lower square. Layer-by-layer, the 
lower square opening is covered. Finally the central portion is covered by a 
coping, which sometimes is shaped like a funnel hanging like a pivot in the 
centre (266-269). This pivot is decorated variedly to suit the surrounding 


carvings. This is also called by the name lantern roof in European architecture. 
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During the Vijayanagara period, due to the influence of Islamic 
architecture, construction of buildings in brick and mortar became popular. In the 
construction of the temples also, the brick and lime mortar were used 
extensively. This resulted in the construction of brick prasa@das above the 
grabhagrhas and the gateways. Some of the ruined temples of Hampi have clear 
evidence of the use of mixed material like stone for the structure, and brick and 
mortar for the prdsadas. The use of brick and mortar, gave the architects a free 
hand to construct with ease lofty towers, without much labour. These 
constructions were quite strong to sustain the ravages of time and weather for 
quite a long period. Therefore, in the construction of low budget temples, brick 
and mortar were liberally used. The versatility of the soft medium also allowed it 
to be used along with the stone. Therefore, one can see the construction of part of 


the nabhicchanda made of stone and also of brick and mortar. 


On the way to Hampi from Hospet, in an open field is the ruins of a 
temple. Only the sanctum part is remaining (pl-262). Though in a bad state of 
preservation, it is helpful for the understanding of certain aspects of 
constructional methodology. The outer layer of the stone wall of the sanctum is 
destroyed. However, the existing inner layer gives a clear picture of the method 
of construction of the inner wall and its joinery at the four corners, wherein the 


swastika pattern of joinery is achieved. 


In the construction of the garbhagrha, nabhicchanda mode is used in the 
first two courses, using stone slabs (268). For the final and the central slab 
instead of a stone slab, brick and mortar slab is used. Only the remnants of this 
slab are noticeable at the corners. This is a deviation noticed in the constructional 
methodology and the use of sankirna (mixed) material in the building of the 


same part of a structure. 


The third type of ceiling is generally referred to by the name bhuvanésvari 


in Karnataka architectural idiom. This is a type of ceiling built differently by 
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different architects. The first type is the one in which the ceiling is constructed 
in the nabhicchanda method using more courses of slabs. After constructing 
this, the inner portion of the nabhicchanda ceiling is designed and decorated like 


a dome with varied types of carvings. Though the Hoysalas ruled the region of 


our study, and built temples in the region, no specimen of a bhuvanésvari is . - 


found. 


One other method of constructing the roof is also noticed. But this is also 
not from the area of our study. However, as the method of construction is 
unique, it is described here. In this method, the ceiling is domical, but it is not 
constructed in the n@bhicchanda method. Instead a series of rib like stone pieces 
broad at the base and pointed at the top are arranged side by side to form a dome. 
The outer portion is covered by lime mortar to make it water proof. The inner 


portion is carved with varieties of designs and decorations", 


A very interesting and unique method of construction of the roof is 
noticed in the temples built at Hampi, the royal seat of Vijayanagara empire. 
Though these temples do not come under the region of our study, the fact that 
they are a part of the Vijayanagara style of architecture, itself is enough to get 
noticed here. Huge mantapas and similar halls constructed to the Achyutaraya 
temple (1530 A.D.) (pls 270,272) and the Pattabhirama temple at Kamalapura 
have this type of a roof. In the construction of the roofs of the broad central nave 
of the halls, this method is used. In this method the two colonnades that flank the 
nave support huge stone beams, placed above the opposite pillars across the 
nave. These stone beams are huge and sectioned like the inverted english letter 
‘T’. The two lower flanges of the parallely placed beams, act as supports for the 
short stone slabs placed in-between the two beams. To maintain a uniform flat 
surface for the ceiling, these stone slabs are also sectioned in the shape of the 
english letter ‘T’. The projecting flanges of the slabs sit on the correspondingly 
shaped flanges of the beam and the suspended part of the slab is leveled to suit 
the lower level of the T beams. The upper surface of the roof was made 
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waterproof by using lime mortar, and the lower part was plastered and even 


possibly painted with frescos. 


This method of construction of suspended roofs is ideal for the spacing of 
wide naves of the temple halls. This method is nowhere noticed in the Texts on 
Hindu architecture, and the precedent to the use of this method is not found 
anywhere during pre-Vijayanagara days. Even huge halls of the Vijaya Vithala 
temple and Krishna temple at Hampi do not have this type of a roof. The date of 
construction of the halls of the temples, where this roof is constructed, is the 
middle of the 16” century. By this time, Karnataka had established contacts with 
the west, through european travelers. It is possible that this technology might 
have come from the west, where the architectural technology was in a more 
advanced state. If the surmise is proved right, it is to be appreciated that the 
Hindu architects were quite open minded to receive good ideas always, whatever 


be the source of their origin. 


One more technology adopted by the Hindu architects is the use of arches 
in the construction of Hindu religious buildings. The use of arches, known 
sparsely in the ancient Hindu architecture, was a technique mastered by the 
Muslim architects. Muslim rule in India, popularised on Indian soil, the building 
of arches and domes, along with the use of fine quality lime mortar known to 
science of those days. Vijayanagara builders, influenced by the Islamic 
architectural technology, no doubt, liberally used arches and domes in the secular 
buildings they designed. But it was generally believed that this influence was 
limited to secular architecture only and was not adopted in the design of Hindu 
religious buildings. But the survey made by the author has revealed that Hindu 
architects who understood the advantages of arches, like easy method of 
construction, strength, stability, durability, economy of cost, etc., adopted the use 
of arches in their religious structures. The eastern gopura of the Vijaya Vithala 
temple at Hampi, built about 1445 A.D. has vatdyanas on both sides of its faces 
(p! 273). These vatayanas are square openings made for ventilation of the tiers of 
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the gopura. The vatayanas are provided with a stone lintel to take the load of the 
structure above. To reduce the load on these stone lintels, the architect has also 
built a shallow arch of brick, above the lintels for additional safety. From the said 
instances it becomes clear that Hindu religious architecture was influenced by 
both western as well as Islamic architectural technology, during the period of the 


Vijayanagara empire. 


PARAPET: The parapet of the temple may be built out of either stone or brick 
and mortar. It is an optional member of the building. Generally the parapet is 
designed like a chain of miniature pavilions having sala, kita and pajijara 
canopies. Each of these miniature pavilions may be carved out of single blocks 
of stone and arranged in a row, or may be masonry in nature. All the 
architectural and sculptural details of an ornate pavilion are found carved on the 
outer face of the parapet. If it is of brick and mortar, the parapet is built out of 


bricks, plastered and decorated with lime stuccos suitably. 


PRASADA: Above the sanctum of the temple, a superstructure in the Dravidian 
idiom is often constructed. This superstructure is called by the name vimdna or 
prasdda, in the dravidian idiom. It is built in multiple tiers. The tower may be 
hollow or solid depending upon the choice of the architect. The medium of 
construction of the vimana also depends on architect’s choice. The tower 


consists of the following parts: 


i) tala/talas 
ii) vedi 
ili) griva 


iv)  Sikahara 
v) stupi 


In the hollow type of prasdda, two varieties are noticed. The first one is 


the pradsada, where hollow talas (tiers) are built one above the other in receding 
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size. A very good example to this type is the Vaikunthaperumal temple at 
Kanchi where three cellas of receding sizes are built in the three tiers of the 


prasdada. 


In the second variety, the prdsdda above the sanctum is built hollow from 
the ground level up to the bottom of the coping thus creating a big void inside. 
The Brihadishwara temple at Tanjore and Anantashayana temple at 
Anantashayanagudi (Karnataka) are notable examples to this variety of 
prasadas. he second variety of prdsdda is difficult to construct and also 
difficult to manage because of the tall inaccessible interior wall surface. 
Therefore they are a few in number. The Texts also prescribe that if the prasada 
is built completely hollow inside, j@lavatayana should be provided at the griva 
below the sikhara. The Anantashayana temple at Anantashayanagudi has two 
jalavatayanas provided at the apex on the two narrower sides of the griva. 
However, in the area of our study no prasdda built hollow inside is noticed. As 
the hollow prasddas are tapering in their interior also, corbel arch method is 


adopted in its construction (pl-274). 


Védi is constructed like any other constructions in stone or brick and 
mortar, above the final sala of the prasada. The védi is a platform to support the 
griva and the sikhara. Védi, on plan, always corresponds to the plan of the griva 
and the sikhara. Exceptions to this rule are also noticed. The griva and the 
Sikhara are built above the védi. Griva and sikhara may be monolithic or 
masonry. Above the sikhara a globular stupi is placed. This stupi is firmly 


placed at the top of the shikara with the help of a stone or metal dowel or tenon. 


PRANALAS: Water drains, water chutes at required places, which are sometimes 
conventional or artistically decorated, are found fixed into the parapet wherever 


necessary to allow the rain water to drain out. 


PRAKARA: Prakara wall of the temple is normally quite a massive structure. 


Because of its height, the base of the wall also will be broader. The prakara wall 
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size. A very good example to this type is the Vaikunthaperumal temple at 
Kanchi where three cellas of receding sizes are built in the three tiers of the 


prasada. 


In the second variety, the prasdda above the sanctum is built hollow from 
the ground level up to the bottom of the coping thus creating a big void inside. 
The Brihadishwara temple at Tanjore and Anantashayana temple at 
Anantashayanagudi (Karnataka) are notable examples to this variety of 
prasadas. The second variety of prdsada is difficult to construct and also 
difficult to manage because of the tall inaccessible interior wall surface. 
Therefore they are a few in number. The Texts also prescribe that if the prasdda 
is built completely hollow inside, jalavatayana should be provided at the griva 
below the sikhara. The Anantashayana temple at Anantashayanagudi has two 
jdlavatayanas provided at the apex on the two narrower sides of the griva. 
However, in the area of our study no prasdda built hollow inside is noticed. As 
the hollow prdasddas are tapering in their interior also, corbel arch method is 


adopted in its construction. 


Vedi is constructed like any other constructions in stone or brick and 
mortar, above the final tala of the prasada. The védi is a platform to support the 
griva and the sikhara. Védi, on plan, always corresponds to the plan of the griva 
and the sikhara. Exceptions to this rule are also noticed. The griva and the 
Sikhara ate built above the védi. Griva and sikhara may be monolithic or 
masonry. Above the sikhara a globular stupi is placed. This stupi is firmly 


placed at the top of the shikara with the help of a stone or metal dowel or tenon. 


PRANALAS: Water drains, water chutes at required places, which are sometimes 
conventional or artistically decorated, are found fixed into the parapet wherever 


necessary to allow the rain water to drain out. 


PRAKARA: Prakara wall of the temple is normally quite a massive structure. 


Because of its height, the base of the wall also will be broader. The prakara wall 
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is also constructed in two parallel layers, the interspace of which is filled with 
lime mortar or debris. The section of the wall is generally slightly battered. The 
prakara is finally covered by a suitable coping. Instances of construction of 
prakara solidly with blocks of stone are also noticed. Prakara sometimes, served 
as defensive walls during the medieval period. they were also provided with 


moats on their outer side’. 


GOPURA: The method of construction of the gdpura is almost similar to the 
construction of the main shrine of the temple. Here also, from foundation to the 
entablature, the method followed is one and the same. Gdpura, in almost all 
cases, is provided with an upapitha. Occasionally double upapitha is also: 
provided! . Above the upapitha, the adhisthana of the gopura is constructed. 
Generally, the pdadabandha class of adhisthana is preferred. Above the 
adhisthana, the bhitti is built. This bhitti will have all the decorations found on 
the regular bhitti of the shrine. The bhitti may be single-storeyed or double- 
storeyed. In the double- storeyed base the lower storey is called adhdjanga and 
the upper storey, the urdhvajanga. In case the bhitti is single-storeyed, a 
prastara is built above the bhitti. In case the bhitti is double storeyed, above the - 
bhitti of the first storey, a heavy kapdta of the first type is placed. Above the . 
kap6ota, vajana, gala and prati are built. Above this the bhitti of the second storey 
is raised. Rare instances of second storey having the details of full-fledged 


adhisthana are also noticed!®. 


The base of the gdpura is always built in two parts, that is to say, on plan 
it will have two separate units connected with each other by a solid védi, which is 
generally hidden under the ground. In between the two units, quite a broad, stone 
paved pathway is provided. To this pathway, heavily designed stone doorframe is 
provided. To this doorway, huge wooden shutters are fixed. The doorways 
provided to the pathways may be single or double. If there is only one, it is 
provided either in the front or in the middle of the pathway. If there are two, one 


at the front or one at the rear end are fixed. 
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The two opposite sides of the base of the gdpura are provided with two 
rectangular cellas, facing each other on each side of the pathway. They are 
always found above the elevated plinth of the bases. They are often provided 
with sdpdanas to climb up. The cellas are also provided with one or two pillars on 
their fagade. If the base is of two storeys, these cellas are also of two storeys. 
Provision of a sOpana to go to the upper storey of the gdpura is made through the 


cellas. 


Above the strong base of stone, a multi-storeyed prasada of the gépura is 
built. The medium used for the construction of different falas of this prdsdda is 
of sankirna type. Brick, lime mortar, wood and stone are used in the construction 
depending upon their necessity. The exterior of the talas of the gdpura are 
decorated with rich architectural motifs, preceded by sculptures. The 
architectural motifs and sculptures are all prepared in lime mortar in the stucco 


method. The outer surface of the gopura and the sculptures are painted suitably. 


The interior of the talas of the gopura is often roughly finished. The 
ceilings of the talas of the gdpura are normally supported by wooden framework. 
Wooden staircases are provided inside to interconnect the falas. All the talas are 
interconnected from inside. Each tala of the gopura is provided with a pair of 
vatayanas fixed in the center of the longer side of the tala, opposite to each 
other. They are not provided with any shutters. The intention of this is to provide 
ventilation to the interior of the tala and also for the inspection and maintenance 


of the gopura. 


Above the final tala of the prasdada of the gopura, a védi is constructed. 
Vedi of the godpura is also rectangular on plan. Above the védi, the griva and 
Sikhara are built. The shape of the sikhara is always of the sdla type. It possesses 
a wagon-vaulted body with two semicircular ends, i.e., mahandsis. Above the 
mahdnasi, a huge kirtimukha is designed. Adjoining the kirtimukhas on their 


backs at the extreme ends of the sdla, a pair of ‘cow horn’ like motifs are raised, 
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because of which, in all possibility, the name gdpura has been given to this 
structure. The interspace of the ‘cow horn’ cresting, above the ridge of the sala 
Sikhara, stupis are placed in a row. The number of stupis range form one’’ to 
eleven'® or may be even more. The exterior of the sikhara is also decorated with 
complicated designs made out of lime stucco. The longer sides of the sala may 


also have a mahanasi, one on each side at the middle of the longer side. 


It is also possible that during the Vijayanagara days, these huge towers 
served as watchtowers. They also served certain strategic purposes like the 
observation of the enemies. There was one more intention of the Vijayanagara 
builders, behind erecting huge gdpuras in front of the temples. Vijayanagara 
empire, as is known, was established to protect Hinduism from the invasion of 
the Muslim power. These huge towers, actually, were built to declare the 
strength, power and prowess of Hinduism, established under the banner of 
Vijayanagara rule. The erection of such huge structures restored and also 
increased the morale of the Hindus and made them fight against the invasions of 
the Islam. These lofty g6puras are traditionally called by the name ‘rdyagdpura’. 
The reason was that these towers were constructed in large numbers by the 
Vijayanagara rulers wherever they built temples. All the Vijayanagara rulers had 
the suffix ‘raya’ to their names. These towers were named as rayagopura i.e. the 
gopuras built by the rdyas. This name became a tradition and was applied to all 


the gopuras built even after the Vijayanagara period. 
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CHAPTER - IV 
ADHISTHANA- PLINTH 


Adhisthana is the bottom most member of any building. Its English 
equivalent is the plinth. Adhisthana is derived from the Sanskrit root ‘adhistha’, 
which means ‘to stand upon’'. Hence adhisthana is a base or a platform on 
which a structure is built”. The synonymous terms mentioned in the Texts are 
mastraka, vastvadhara, kuttima, tala and adyangam® . Terms such as dharatala, 
adhara, dharani, bhuvana, prthvi, bhiimi, Gdhara are also used to describe an 


adhisthana‘*. 


Adhisthana, in the sadvarga system (the six parts) (Fig: 8) of the temple, 


comes first, hence it is called ddyangam 5. Adhisthana may sometimes also have 
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another base (sub-base), which is called by the name “upapitha”’. According to 


some texts it is mandatory’ and according to some it is optional. But construction 


of two upapithas, one above the other is also noticed’. 


In the following pages the different types of upapitha and the adhisthanas 
are discussed quite elaborately. Texts mention different types of upapithas with 


some differences within themselves. 

UPAPITHA 

The purpose of constructing an upapitha is mainly three’. They are: 
i) raksartham — to enhance the stability of the structure. 
il) unnathartham- to increase the height of the structure. 
iii) | sdbhdartham- to increase the beauty of the structure. 


In the region of our study the upapithas begin to appear from Nolamba 


period onwards. 


- BQ- 


Upapithas as mentioned in Mayamata and Manasara’ 


Fig 9. Mayamata Fig 10, Manasara 


a) Pratibhadra upapitha a) Pratibhadra upapitha 


So 
J cree eo ee 
Are GA ca OA ta VA GA Nt tat 
\AREeeeunl 
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¢) Maficabhadra upapitha 
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Fig 11 Maficabhadra upapitha- according to EITA 


upapitha also symbolically conveys the form of a trivarga structure. In the 
trivarga structure, adhisthana, bhitti and prastara form the structure. In the 
upapitha, the lowest moulding i.e. upana represents the plinth. The gala 
represents the wall and the kapdta or pattika represent the prastara. The presence 
of these three parts in the upapitha makes it look like a miniature structure 


(shrine). 


The mouldings of the upapitha are also found repeated in the adhisthana 
(plinth). However, the upapitha is not as elaborately moulded as the adhisthana. 
Therefore, to differentiate between the two, the sub-base is called by the name 
upapitha and the regular base is called by the name adhisthadna. As the 
mouldings of the upapitha and adhisthana are identical in shape and form the 
description of the mouldings of the upapitha is elaborately given while dealing 


with adhisthdna. 
The mouldings generally found in the upapitha are, 
i) upana- the bed slab 
ii) _jagati- a rectilinear, square or sloped moulding 
iii)  gala/kantha- dado (a deep and tall recessed portion) 
iv)  kapdta- cornice/dripstone 
v) pattika- thick string course 


Upapitha is also referred to by the name ‘socle’. As mentioned already, it 


is constructed above the ground level and below the adhisthana. 
Mayamata mentions three types of upapithas"®. (Fig: 9) They are: 
i) védibhadra. 
il) pratibhadhra. 


ili) | subhadra. 
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M§anasara also mentions three types of upapithas' ' (Fig: 10)They are: 
i) védibhadra. 

ii) | pratibhadhra 

iil) | Maficabhadra 


This is to say that subhadra of Mayamata does not find a place in 
Manasara. In its place, maficabhadra is mentioned. A study of the drawings of 
both the groups clearly shows that the védibhadra and pratibhadra of both the 
Texts are identical except for the small subsidiary mouldings. Hence we can 
clearly say that maficabhadra is a variant of the pratibhadra of both the Texts. 


Thus in the place of subhadra of Mayamata maficabhadra is mentioned. 


VEDIBHADRA UPAPITHA: This upapitha (Fig 9a.) contains the following 


important mouldings’. 
i) upana- The bed slab 
ii) — gala- (with or with out galapddas) 
ili)  pattika- Thick brimmed moulding/string course 


Mayamata gives two types of védibhadra upapithas. The first type should 
possess eight parts and the second should possess six parts. In the first variety, 
urdhvapadma, adhahpadma, and vajana are to be carved'?. The second variety 
doesn’t possess any padma decoration '* . This upapitha, according to 
Mayamata'° and Manasara, ° is suitable for all types of buildings. Védibhadra is 
simple in its form and easy to construct. It is non-ornate, hence economical in 
construction. Therefore it is prescribed for all types of buildings. Manasara states 
four types of védibhadra upapithas depending upon the measurements and the 
number to sub mouldings. Earliest reference to védibhadra upapitha in the area 


of our study is reported from a Chola temple datable to 12" century A.D. 
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PRATIBHADRA UPAPITHA (Figs 9b, 10b, pl-1): The following important 
mouldings are seen in the Pratibhadhra upapitha. They are: 


i) upana 
li) gala 
ili)  kapdta (with nasis at regular intervals) 


Use of a few updngas varies the height of this upapitha. Both 
Mayamata'’and Manasara mention this kind of an upapitha. Manasara mentions 
four types while Mayamata mentions two types of pratibhadhra upapitha'®, Few 
upapithas of this kind are found in the area of our study, of which, some are 
extensively decorated’. The upapitha of this type is also found used throughout 


the temple, beginning from the central shrine to the mahamantapa”’. 


This type of upapitha is built for the temples constructed during the 
Vijayanagara period and onwards. Ornamentation of the mouldings of this plinth 
is more gorgeous. The ndsis of the kapdta are decorated with floral motifs and 
kirthimukhas. The upper part of the upana which normally contains a doucine 
form is enlarged to look like a jagati with lotus petal scalloping on it. Thus it 
resembles a kapdtabandha adhisthana. It is usual to see small reliefs of secular 
themes like dancers, musicians (pl-1a) and figures of kubjas on the kantha’' (pl- 
28). 

A variant and a more elaborate version of the pratibhadhra upapitha is 
also noticed. No reference to this type of upapitha is found in the Texts. Besides 
the regular mouldings, an additional padmajagati and dhdravrttakumuda is 
carved here. The surface of the gala is also relieved with a row of térana’(pl- 
174). 

SUBHADRA UPAPITHA (fig 9c): Mayamata mentions two types of subhadra 


upapitha” while Manasara does not make a mention of this type. This upapitha, 


85 


according to Mayamata, consists of the following mouldings’. They are: 


i) upana 
il) mahapadma 
ili) gala 


iv) adhahpadma 
v) pattika 

vi)  urdhvapadma 
vii) gala 


According to Mayamata, subhadra upapitha is identical with 
pratibhadhra upapitha. The second variety of this upapitha is simpler than the 
first type in its surface treatment. This type of upapitha is built for the temples 


constructed during Vijayanagara period and onwards. 


MANCABHADRA UPAPITA (Fig 10c): Mafcabhadra upapitha is mentioned 
only in Manasara”°. The surface treatment of this variety is quite ornate. A few 
structures in the region of our study have this type of upapitha’®’. The major 


mouldings of this variety are: 


1) upana 
li) jagati 
ili) gala 
iv)  kapdta 


Apart from the upapithas mentioned above, EITA illustrates a different 
type of maiicabhadra upapitha (Fig 11,PL-2). This type is very simple in its 
elevation. A thick brimmed jagati, super-imposed by a prominent gala and 
another thick-brimmed slab are the mouldings found in this upapitha. The gala is 


relieved with galapddas and reliefs occasionally. Temples of both ornate and non 
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ornate variety have this upapitha in their premises. Hence this was a popular type 
of upapitha used in the area of our study”’.No reference to upapitha of this type 
is found in the Texts. Hence this may be considered as a variant of the simplest 


upapitha i.e. subhadra upapitha of Mayamata. 


The practice of constructing upapithas to the temples and its adjuncts is 
found since early days”®. In the area of our study the earliest use of upapitha 
comes from 10° century found at the Kamakshiamman temple at Dharmapuri, a 
structure of Nolamba workmanship (Fig 17, pl-3). This may be identical to the 
maiicabhadra upapitha. The upapitha is partly hidden under the ground. The 
gala and the upper part only are visible. The upapitha, at regular intervals, has 
sculptures of squatting elephants placed cardinally to the axis of the temple. The 
elephants are depicted as if they are carrying the updna of the plinth on their 
backs. The interspaces of these elephants are relievos of the narrative panels 
depicting important incidents from Ramayana. This is the earliest specimen of an 
upapitha in the region of our study. In spite of its early nature this upapitha is 
carved in a very exquisite manner. Unfortunately, the lower mouldings (below 


the gala) are hidden under the ground due to later renovation work. 


During 12" century A.D., increase in the construction of upapithas is 
noticed in the area of our study’. They are extensively used in the construction of 


the plinths of the mahadwaras than in the main shrines. 
_. ADHIST. HANA 


Adhisthdna is the base of the structure. It corresponds to the plinth or the 
foundation proper of the structure. Adhisthdna of the temples are generally ornate 
in nature. Ornamentation is done mostly in the shaping of different mouldings of 
the plinth. The mouldings project from the vertical norm of the plinth and these 
projections are moulded into different pleasing shapes, sometimes with the 
addition of decorative carvings also. Though the adhisthanas are named with 


different names the major mouldings of the adhisthana are almost the same. 
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Therefore, before going to the typology of the adhisthana \et us know what these 
mouldings are. They are: 

i) upana 

ii) jagati 

iti) kKumuda 

iv) gala 

Vv) kapota 

vi) pattika 

vii) prati 

Each moulding forms a horizontal course of the plinth. In the carving 


of these mouldings, irrespective of their thickness or height, one single slab is 


used. Nowhere two horizontal slabs are joined to carve a single moulding. . 


Kasyapasilpa mentions five major mouldings of the Adhisthana. They are 


upana, jagati, kumuda, kampa and pattika®® and these are called “paficavarga”’. 


A cursory glance at the moulded adhisthdna of the temples clearly shows | 
that the mouldings get reduced in size as they go up. This is a common feature of 
all the adhisthanas of the South Indian temples. If the adhisthdnas are tall 


enough, the contour presents a gentle battered sloped look. 


UPANA: Updna is the lowest member of the plinth. It is. the bed slab. It is 
always rectilinear in form. Updana is generally plain and devoid of 
ornamentation. Sometimes, it contains horizontal indentations. Occasionally, 
bharavahakas and elephants*' may also be noticed. The provision of the upana is 


optional in case an upapitha is built below the adhisthana. 


JAGATI: Jagati is the moulding above the updna. It may be rectilinear in form 
or it may be moulded in the shape of an inverted lotus (mahapadma)” or both. 


Jagati is a dominant and impressive moulding of the plinth. The jagati of the 
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plinths of the early temples are very plain, while decorations on the jagati begin 
to appear from 10" century onwards. Decorations commonly found on the early 
jagati are scalloping of the lotus petals with prominent up-curled edges. If the 
jagati is rectilinear, its face is relieved with the figures of animals, birds etc. 
Commonly found faunal themes are elephants, lions, swans and vydlas in various 
postures*’. If the jagati is in the shape of a mahadpadma (big inverted lotus), the 
petals are scalloped very neatly with double flexure and up curled tips and edges. 
The entire surface of the mahapadma is smoothly polished. The mahapadma will 
invariably be placed on a thick flat-brimmed moulding. Even this moulding is 
sometimes relieved with various types of decorations like ratnapattika (band of 
jewelled pendants)** and creeper scrolls. The surface of these prominent lotus 
petals is also sometimes decorated with minute carvings. Instances of carving 
mahapadma and rectilinear jagati alternatively in the same plinth are also not 


unknown”. 


KUMUDA: Kumuda is a very important moulding of the plinth. It is to be noted 
here that upana, jagati and kumuda are the three major mouldings of the plinth 
invariably noticed in all the well-moulded plinths. Three different shapes of the 
kumuda are noticed in the plinths of the temples. They are, round (vrtta), three- 
faceted (tripatta) and multi-faceted (dharavrtta). The round kumuda corresponds 
to the Greek Torus of the plinths. All the above mentioned types are found in the 
same plinth used alternatively °°. The surface of the kumuda also contains 
decorations of ribbings, creeper scrolls and other intricate designs 
(katakavrtakumuda)*’. This design is very unique and also attractive for its 
minute carvings. The ribbings carved are closely spaced, prominent and thick. 
Often they are joined together by a ratnapattika flowing in the central portion of 
the kKumuda. 


GALA: Gala is not a moulding. Its surface corresponds to the vertical norm of 
the plinth. It is a dado of considerable height running all-round the plinth. The 
gala is a part of the plinth which is used to vary the height of the plinth. 
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Repetition of the gala is also noticed above and below kapéta or pattika 
mouldings in the same plinth. In a solitary instance, the gala is found on both 
sides of the kumuda*®. However, nowhere a gala is found repeated in an 
upapitha. The gala of the upapithas is always very prominent and high in 
elevation. But the galas of the adhisthana, though somewhat prominent, are 
never made as tall as the galas of the upapitha. Galas may be carved with 
galapadas which divide the horizontal surface into distinct panels. The surface of 
the gala may have relievo sculptures of varieties of subject matter. Subjects of 
religious, social, faunal, floral and decorative themes are commonly noticed. 
Occasionally, erotic themes are also found’’. Repetition of gala in the plinth is 
not to be seen in the plinths of the early temples while it is noticed in the plinths 


in the temples built after 10th century A.D. 


KAPOTA: Kapéta is a very prominent moulding of the adhisthdna. It has got its 
name kapéta because of its sloped contour which resembles the contour of a 
pigeons head. It is not dissimilar to the kapdta (drip stone) above the wall. The 
section of the kapdta is like a quadrant. Some times it may be solid and 
sometimes it is hollow. The common decoration on the surface of the kapdta are 
the ndsis carved at regular intervals. Howeve, variedly carved decorations on the 
upper surface of the kapdta are also often noticed. Floral patterns, elongated 
stylized lotus petals, beaded string festoons (muktdgrdasas), tassels, etc., are also 
found. kapéta is a moulding which is found in the plinth and in the upapitha as 
well. Occasionally kapdta is drawn forward from the vertical norm of the 
mouldings of the plinth“’. Kapéta is always placed above the gala, i.e., the Dado, 
a recessed and prominent part of the plinth. Kapdta is a moulding found 


invariably in the plinths built in Kannada tradition. 


Kapéta, as mentioned earlier, is provided for the upapithas also. The 
kapotas of the upapitha are also invariably decorated with varieties of designs 


similar to those found on the plinth. 
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PATTIKA: Pattikd is a rectilinear moulding flat and brimmed in form. If the 
pattika is thick, broad and prominent it is called ‘mahdGpatti’ or ‘agra pattiyal’ 
(Tamil). If the same is small, it is called ksudrapattika. Pattika is a moulding of 
the adhisthanas of Tamil tradition. It is used in the place of kapdta of the 
Kannada tradition. paftikd serves the function of a drip stone and it is always 
above the gala. The area of study being a buffer zone, both Tamil and Kannada 
idioms are found used in the temples of this region. Good examples where, in the 
same course of the adhisthana, pattika and kapota are carved alternatively are 
noticed in good numbers“!. Pattika normally contains bold reliefs of animals in a 
row, like vydlas, elephants, lions playing, frisking and fighting and in different 
attitudes*”. The projecting terminals of the paftikd normally contain the heads of 


makaras with wide open mouths. 


PRATI: The top-most moulding of the plinth is the prati. It is said to correspond 
to the level of the floor inside. It is the smallest of the mouldings of the plinth. It 
is always carved thin. The shape of this moulding is uniform throughout. It is flat 
at the top and flat at the side, while its bottom is moulded in the shape of a lotus, 


and it is often scalloped with lotus petals. 


Instances where the side of the prati is decorated with ratnapattika”® 
(plate-) are noticed. The upper portion of the prati is sometimes horizontally 
indented“* (plate-). In the plinth where the gala is repeated, the prati is not 
carved continuously, and its line is interrupted because the bottom line of the 


kostha is extended down up to the top of the pattika or kapota: 


Besides these major mouldings, minor mouldings are also used for the 
sake of decoration and for increasing and adjusting the height of the plinth. These 


minor mouldings are carved at suitable places and intervals. 


UPANGAS (SUB-MOULDINGS): Updaigas are the sub-mouldings of the 
plinth. Besides the major mouldings, the plinth contains good number of minor 


mouldings adjoining the major mouldings, on both the upper and lower parts. 
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These minor mouldings are called by the name the updngas. Updngas help to 
increase the beauty and elegance of the adhisthana. They also help in the 
harmonious blending of the two variedly shaped major mouldings and updngas 
help to increase the height of the plinth. The uparigas are sometimes responsible 
for the creation of the sub types. For example, the two types of subhadra 
upapitha are differentiated on the basis of the upangas they possess. Likewise, in 
the adhisthana, there is a variety called kampabandha adhisthana (not found in 
the region of our study). It is called so because of the good numbers of kampas 
(fillets or strips) provided on the two sides of the major mouldings. Updarigas are 
always carved in the same stone as that of its upper or lower major moulding. 
They are never carved separately and used in the construction. Names of various 


types of upangas are found in Texts. They are: 
i) kampa: fillet or strip. 
ii) vajana: A small band between two mouldings 
ili)  urdhvapadma: cyma moulding with lotus scalloped upward. 
iv) | adhdpadma: cyma moulding with lotus scalloped downward. 
v) ratnapattika: band of tassels and diadems. 
vi) | puspapattika : band of floral motifs. 
vii) | antarita: Narrow recessed surface 
viii) alinga: A small rectilinear band attached to a major moulding. 


Of these uparigas, kampa is an upanga found invariably at the top most 
point of each and every stone-slab containing the moulding of the plinth. It is 
always carved according to the contour line of the ground plan. As the major 
mouldings of the plinth are relieved with various types of decorations on their 
fore parts, it is not possible to maintain the plumb line of the plinth. Therefore, 
the line of the kampa is taken to determine the plumb line always. Kampa is 
found carved even in the mouldings of the prastara of the temple. 
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TYPES OF ADHISTANAS 


Architectural Texts mention different types of adhisthanas. These types of 
adhisthanas are not uniform in their number, size and form. Many of these types 
of adhisthdnas have sub-varieties. Several of the types of adhisthanas mentioned 
in the Texts are similar in shape and form but are named differently by different 
Texts. Sometimes the names of the adhisthanas are different but their literal 
meanings are the same. Mayamata mentions fourteen main types of adhisthdanas, 
while Manasara mentions sixty four types, including all the sub-varieties. 
Mayamata does not mention any sub-varieties of adhisthanas. While Manasara 
mentions sixty four sub- types, the names of all these sub-types are not available 
at present, probably due to the loss of pages of the manuscripts where those were 
mentioned. However, the printed version of the Manasara‘*’ mentions nineteen 
major varieties of adhisthanas and sub-varieties totalling fifty five. Therefore, 
other varieties and sub-varieties of adhisthanas might have been lost in the 


manuscript stage itself of the Text. 


The Kasyapasilpa“° and Padmasamhita classify the adhisthanas broadly 
into two categories. They are (i) padabandha and (ii) pratibandha adhisthanas. 
All the different types of adhisthanas found in the Texts can be grouped under 
these two categories. The Kasyapasilpa classifies about ten types of adhisthanas 
under the pratibandha class, and about eight types under the paddabandha class. 
This classification seems quite logical, which is explained at the end of this 


chapter. The classification according to KaSyapasilpa is given below: 


padabandha pratibandha 
i) ambujakésara i) pratimukham 
ii) puspapuskala 11) Sribandha 
iii) Srikantabandha iil) maficabandha 
iv) srénibandha iv) abjabandha 
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2 Fig 13, Padaba ndha adhigthana (with katakavrtakum uda)- Kailasanatha temple. 


na ea Not to Scale 


v) vaprabandha V) Srikanta 


vi) sundarabja vi) karirabandha 
vii) nalinakanta vii) kalasabandha 
Vili) ambuja(padma)kanta viii) srikaram 


ix) srisoundarya 


x) skandak@nta 


The following is a detailed account of the different types of adhisthanas 


and their descriptive and analytical study. 
PADABANDHA ADHISTANA (fig 12, p!-4) 

Padabandha_ adhisthana contains five distinctly cut mouldings, 
according to Mayamata‘’ and Manasara’’. They are, 

i)  updana 

il) jagati 

ill) ¢tripatta kumuda 

iv) gala 

Vv) pattika 

The updna and jagati of the padabandha adhisthanas found in the region 
of our study are very simple, plain and brimmed mouldings. In the carving of the 
tripattakumuda for padabandha adhisthadna there is some discrepancy amongst 
the Texts. Vimanarcanakalpa’’states that padabandha adhisthana should possess 
tripattakumuda, whereas Kasyapasilpa °° states that padabandha adhisthana 
should possess dhdravrttakumuda. However, in the region of our study, all but 


one instance have tripattakumuda. In this solitary instance, the kumuda is made 


katakavrttakumuda (ribbed)°'(Fig 13,pl-5).The Gala portion is treated plain and 
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Fig 14, Pddabandha adhisthana (double gala)- Swamambika shrine- 
Shikavaneshwara temple- Salem. . 
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Fig 15: Padabandha adhisthana (Omate variety) 
Kailasanatha temple, Taramangalam 


Not to Scale : 


also with galapddas. If the height of the gala is more, galapddas are provided, 
otherwise, gala is treated plain. The pattikd is also treated very plain and non 


ornate. 


In the area of our study, good number of padabandha adhisthanas are 
found for the shrines and for the subsidiary structures as well. Based on the 
morphological study of the paddabandha adhisthanas in the area of our study 
certain observations can be made here. In pddabandha adhisthana, updngas 
begin to appear from 11" century onwards” and the same are not seen in the 
plinths of the period*’. It is also a fact that no upanga is provided between jagati 
and the kumuda till the late medieval period. More than seventy five temples 
possess this type of adhisthdna in the region under study. By about 11" century 
padabandha adhisthana gets a morphological change and variants of 
padabandha adhisthana also come into use. The gala gets doubled and in 
between two galas a mahdapattika is provided (Fig 14, p!-6). Side by side, the old 
type also continued to be in use. In the later forms of pa@dabandha adhisthana, a 
few adhisthanas are made ornate by carving creeper scrolls, ratnapattika, etc 
(Fig 15, pl-7). It is noteworthy that even a circular temple in the region of study 
is provided with a padabandha adhisthana™ (pl-8). Manasara states that the 
padabandha adhisthana is suitable for the structures of gods and of all classes of 
people”. This type of adhisthdna is easy to build and also quite appealing in its 
look. Therefore, it is widely used in the temples built by all the royal dynasties 


that ruled over this region. 


The name padabandha given to this type of adhisthana is probably due to 
the reason that the Pada (literally feet), i.e., the lowest moulding dominates the 
elevation of the Plinth. Their prominence is enhanced further by making the 
lowest mouldings project forward like the human feet, from the vertical norm of 


the upper part of the plinth. 
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Fig 17. Pratikrama adhisthana- Kamakshiamman temple- Dharmapuri 


Not to Scale 


It is noticed in the region of our study that padabandha adhisthana is 
alternatively used with pratibandha adhisthana in the same plinth since early 
days 6 Likewise, padabandha is also used alternatively with kapdtabandha 


adhisthana, in a solitary instance in an adhisthana of the medieval period? ie 


URAGABANDHA ADHISTHANA (Fig 16, pl-9): Mayamata mentions one type 
of uragabandha adhisthana 58 while Manasara mentions four types of four 
different heights>’. Uragabandha adhisthana, according to Mayamata, should 
possess two main string courses resembling a serpent’s mouth and a torus 
moulding. It also says that it is suitable for palaces of gods, brahmins and kings. 
M§anasara states that this type of base is shaped like the face of a snake and 
furnished with two pratis at the top and the kumbha (pitcher torus) is circular. 
This type of plinth provides a robust, strong and appealing elevation to the 
structure. The cost of construction is also less as it involves less amount of 
carving. Solitary example of this type of plinth is found in a temple of 10" 
century™. A close observation and study of the plinth reveals that this plinth may 
be categorised as uragabandha adhisthana. As mentioned above vrttakumuda 
should be ponderous and robust and the projecting corners of the gala should 
have prominent makaramukhas projecting forward. In the example cited, the 
kumuda moulding is very heavy and robust like the body of the python and 
correspondingly the makaramukhas project with open mouth. They give the 
appearance of a big snake surrounding the plinth, therefore it is possible to 


consider this plinth as the uragabandha variety of adhisthana. 


PRATIKRAMA ADHISTHANA (Fig 17, pls-10-11): One type of pratikrama 
adhisthana is mentioned in Mayamata®|, while Manasara mentions four types of 
pratikrama adhisthana®. This division is again based on the height and number 
of updrgas the plinth possesses. Kasyapasilpa also makes a mention of this type 


of adhisthana © 


. The major mouldings of this plinth are updna, jagati, 
dharavrttakumuda™, gala and prati. According to Mayamata, this plinth should 
be decorated with the carvings of elephants, makaras, vydlas etc,” and this plinth 
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Fig 18. Padmakésara adhisthana (with Vrttakumuda)- Vishnu temple- 
Thyaganur 
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Fig 19, Padmakésara adhisthadna (with Tripattakumuda and Pratibhadra 


upapitha)- Varadaraja temple- Sendamangalam 


Not to Scale 


is ideal for the house of gods. It also states that when the plinth is employed for 
the houses of brahmins and kings it should be decorated with foliage and 
creeper” and such a plinth brings happiness and victory. Only one example of 
this type of plinth is noticed in the area of study. It is reported from a Nolamba 
temple of 10" century A.D, from Dharmapuri®’. The plinth here is decorated with 
the mythical animal motifs and also the floral motifs. This shows that the 
prescription regarding the decoration of the plinth as mentioned in the Mayamata 
is not strictly adhered to, by the sculptor. Instead, the sculptor has used his 
discretion and used both floral and faunal motifs together in the same pratikrama 


adhisthdana. 


PADMA KESARA: Mayamata® and Kasyapasilpa® both mention this type of 
plinth. Manasara also mentions this with four sub-varieties all having the same 
height”. The major mouldings of this plinth are updna, jagati, kumuda, gala and 
prati. There is no specific rule followed regarding the shape of the kumuda of 
this plinth. Therefore, both the varieties namely vrtta (Fig 18, pl-12) and 
tripattakumuda (Fig 19, pl-13) are found carved. Sometimes the vrtta is also 
made into a katakavrtakumuda (Fig 20.), to make it more ornate. From the 
description given in the Text, it becomes clear that this plinth is full of delicately 
carved doucine and fillets decorated with delicate lotus petals. Lacing of 
minutely carved lotus for all the mouldings of the plinth is obviously the reason 
for naming it padmakésara. Lacing of lotus petals for all the mouldings is a 
feature noticed commonly in many decorated plinths. These lotus petals are very 
crisp, thin and delicate and also minute in the padmakésara plinth. The padmas 
carved here are thin and delicate like the curly hair (késara) which in fact 
brought the name padmakésara for this plinth. It is said that this type of plinth is 
ideal for the temple of Shiva (Sambhu)"' in Mayamata, but Manasara states that 


this type of plinth is suitable for all buildings”. 


Good number of plinths of this type are found in the area of our study and 
these plinths begin to appear from 11" century onwards. In the area of our study, 
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Fig 20. Padmakésara adhisthana (ornate variety) — Achaladeepeshwara 


temple- Mohanur. 


Fig 21. Puspapuskala adhisthana (with Dharavrttakumuda)- Sub shrine- 


Achaladeepeshwara tempie- Mohanur. mec ieeseele 


this plinth has been used for both Saiva and Vaisnava temples in equal 


numbers”. 


PUSPAPUSKALA (Fig 21, pl-14): Manasara’’, Mayamata”> and Kasyapasilpa”® 
mention this adhisthana. They prescribe different heights for this plinth. 
According to Mayamata, the major mouldings of this plinth are updna, 
mahapadma, jagati, kumuda, gala and prati. According to Manasara, pattika and 
kap6ta can be carved together’’. Mayamata states that in this plinth, importance 
is to be given for mahdpadma i.e. an inverted lotus moulding in the place of 
jagati. This surface is to be made prominent and attractive by carving lotus petals 
deep and well-scalloped. Puspapuskala, the literal meaning of which is to be 
taken as puspa i.e. padma, puskala i.e., prominent. The prominent puspa motif is 
the main attraction of this plinth. Solitary example of this variety of plinth is 
found in the area of our study datable to 15" century A.D’®. While all the other 
mouldings of the plinth are simple in their execution, the padma is the main 
attractive part of the plinth. Prominently grooved petals with upcurled pointed 
edges and multiple layers of the lotus petals are all neatly executed in this plinth. 


An additional feature of this plinth is that the kumuda is dharavrtta. 


During the Vijayanagara period, much attention was given for the 
decoration of the plinths of different types of mantapas and those of the shrine as 
well. In course of decoration of the plinth, every moulding of the plinth was 
decorated in an elaborate manner through floral, faunal and other decorative 
motifs. In the area of our study, one can notice such ornate plinths carved for the 
structures of this period are noticed. The kumuda is decorated with deep ribbing 
and a band of fillets, consisting of a chain of pendants, interspersed by 
medallions. Even the ribbings on the kumuda have delicate beaded surface. The 
kapéta moulding also has band of fillets and deeply scalloped lotus petals on the 
body. All the major mouldings as mentioned in Mayamata are provided, with sub 


mouldings carved in the form of band of scalloped lotus petals. Thus, it is very 
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Fig 22. Sribandha adhisthana (ordinary variety)-Varadaraja temple 
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Fig 23. Sribandha adhisthana( ornate variety)- nandimantapa- Cholishwara 


temple- Mallasamudram. Not to Scale 


difficult to categorise them as belonging either to puspapuskala or Sribandha 


adhisthana which is also full of decorative patterns. 


SRIBANDHA ADHISTHANA (Fig 22, pl-15): Manasara”, Mayamata® and 
Kaéyapasilpa®! mention sribandha adhisthana. Manasara mentions four sub- 
varieties of this plinth of equal size. Sribandha adhisthdna, in its arrangement of 
mouldings, is basically a kapdtabandha adhisthana. Sribandha adhisthana 
consists of all the essential major mouldings like upana, jagati, kumuda, kantha, 
kapota and prati. All these mouldings should be flanked or bordered by richly 
carved lotus petals (dalapadmas) throughout. Indentations (sub-mouldings) also 
must be rich. The mouldings should be carved with appropriate floral and faunal 
motifs and decorative designs. Faunal motifs like kirtimukhas, leo griffs, vydlas, 
hamsas (Fig 23), elephants, etc., occasionally, deers (Fig 24) ae also found®. 
Floral motifs such as kalpavalli (creeper scrolls), patches of floral motifs, 
dalapadmas, etc., are found profusely carved. The decorative designs include 
ratnapattika, medallions, diadems, diapers, beaded string festoons, tassels and 
series of hanging knobs are carved elaborately. The scheme of decoration found 
on the various members of the plinth is as follows. The updna consists, on its 
face, rows of animal motifs and kalpavalli. Jagati is often relieved with 
prominent dalapadmas with ponderous petals having upcurled rounded edges. 
Kumuda is vrtta but often made katakavrtakumuda. The ribbings of the kumuda 
are very prominent and the grooves are deep and sometimes carved with beaded 
strings. The front portion of the kumuda invariably contains a ratnapattika or a 
chain of diadems. Gala is generally single, and the kapdta above consists of 
closely spaced ndsis with varieties of decorations. Some of the ndsis are just 
conventional and some are real in their form. They have, in their centre, 
gandharvamukhas and other decorative designs. The interspaces of the nasis are 
filled with elongated stylized lotus petals interspersed with beaded strings. The 
kapéta and pattika are sometimes interspersed. In such cases even the pattika 


also is carved equally ornate with bands of diapers and diadems and other 
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Fig 24. Sribandha adhisthana (with Kumuda having galas on its top and 


bottom)- mahddwara of Kandasami temple- Kalipatti 
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Fig 25. Sribandha adhisthana (earliest examples of the region)- 


Shukavaneshwara temple- Salem. 


Not to Scale 


temples of gods and palaces of kings only. This kind of plinth, it is said, brings 
wealth, prosperity, health and all kinds of pleasures®’. It is also said that it must 


be built by an able vardhaki (Carpenter/Architect). 


Solitary example of sribandha adhisthana (Fig 25, pl-16) of the early 
period is reported from Shukavaneshwara Temple at Salem datable to the reign 


I®**. This shows that from a very early period, the use of sribandha 


of Rajaraja 
adhisthana was in practice. A noteworthy feature of this plinth is that it is mixed 
with kapdtabandha adhisthana in the same plinth. But in this sribandha 
adhisthana, in the place of kumuda a, mahapatti_ is carved. This is a rare instance 
of the presence of mahapatti in the sribandha adhisthana. Probably in the early 
period, because of the uncertainty in the design of sribandha adhisthana, a 
mahapatti replaces kumuda in the adhisthana. However, a few parallels to this 
type of alignment have also been noticed in the Kalyana Chalukya and Hoysala 
temples®’. There, this brimmed pattika moulding has been identified as a type of 
Rumuda by the author. By about thé 16" century, under the patronage of the 
Vijayanagara,” this variety of plinth is seen in innumerable temples. It is used 
there for the rangamantapa, kalyanamantapa, Sayyagrha (sleeping chamber for 


the god) (Fig 26, pl-17), vasantamantapa etc. 


MANCABANDHA ADHISTHANA: Maiicabandha is a form of adhisthana 
mentioned by Manasara®’, Mayamata®™ and Kasyapasilpa®’. Manasara gives five 
varieties of maficabandha adhisthana of equal height. The details of this plinth, 
given by these Texts, are almost the same. Manasara and Mayamata both state 
that this kind of plinth should be used for the palaces of Gods and Kings. The 
description of this class of adhisthana given by the Texts suits the padabandha 
variety described already. But the EITA gives a different illustration for the 
maiicabandha variety. According to this work, the plinth is very ordinary, simple 
and non-ornate. It consists of two major string courses at the bottom and at the 
top, with a tall dado in between. This is similar to the maficabhadra upapitha 
described already. This type of adhisthana is totally different from the 
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Fig 26. Sribandha adhisthana (repeated one above the other)- Sayyamantapa 


of Kashi Vishweshwara temple- Velur. 


Fig 27. maficabandha adhisthana- Someshwara temple- Ethapur. 


Not to Scale 


top, with a tall dado in between. This is similar to the maficabhadra upapitha 
described already. This type of adhisthana is totally different from the 
description given by the texts for maficabandha adhisthana. Therefore the 
description given by the EITA is considered to discuss the features of the 
maficabandha adhisthana (Fig 27, pl-18). A solitary example of this type of 
adhisthana, which suits the description given by EITA is found in the area of our 
study”. It is very simple. It has two major string courses with a tall gala in 
between. The string courses are devoid of any ornamentation and the gala is also 


plain. Not even galapddas are carved here. 


SRIBHOGA ADHISTHANA (Fig 28, pl-19): Sribhéga Adhisthana is mentioned 
only in Manasara’!. It also mentions two varieties of this adhisthana of same 
height. The major mouldings of this plinth are updna, jagati, ksudrabja (small 
cyma), kumuda, kapota and prati. As the name indicates, this is a luxuriously . 
carved adhisthana, hence a variant of the sribandha adhisthana described 
‘already. It is probably due to this fact that Mayamata does not mention this as a 
separate entity. In the arrangement of mouldings, Sribandha and Sribhdga are 
identical. In the sribandha variety all the mouldings are provided with the lacing 
of lotus petals but in the sribhdga, these decorations are enhanced and made 
more luxurious and gorgeous by the intricacy and prodigality of carvings. Certain 
additional features like the provision of miniature shrines, carved separately for 
many of the mouldings and also carved commonly adjoining the plinth are found. 
Therefore, the suffix bhdga, that is, a pleasure to the eye, as it provides ‘an 
enjoyable sight. sri is the prefix to bhdga. ‘Sri’ means auspicious. sri also 
represents wealth, plenty and prosperity. The richness of the decoration, the 
quality of carving, the prodigality of the design found in this reflects the wealth 
of imagination of the creator of this adhisthana. Therefore the adhisthana 


deserves in every respect the name ‘sribhdga’ given to it. 


Many examples of this variety of adhisthana are found in the area of our 
study. They all present a gorgeous look with their intricate design and decoration. 
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Fig 28, Sribhdga adhisthana( ornate variety)- mahadwara of Kailasanatha 


temple- Tiruchengodu , 
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region (Fig 28a, pls-20-21). Tiny shrines having all the architectural members of 
a sadvarga temple are found carved independently on the updana and jagati (pls- 
22-23). These shrines have tiny images in them. Shrines of Sala, kiita and 
parijara varieties are found. The interspaces of these shrines carved on the upana 
have kalpavalli motif with tiny figures of parrots and swans inside. The jagati 
has a large padma relief. The scalloping of the lotus petals is very prominent and 
deeply relieved with upcurled edges. The kumuda and kapéta are also profusely 


carved with varieties of designs. 


KAPOTABANDHA ADHISTHANA: Kapotabandha adhisthana is mentioned in 
Mayamata”. However, Manasara does not mention this type of adhisthana. 
According to Mayamata, kapdtabandha adhisthana should possess a well- 
rounded kumuda and above that, a kapdta. The major mouldings of this type of 
adhisthana therefore are, upana, jagati, kumuda, kantha, kapota and prati. The 


kumuda can be a tripattakumuda or a vrttakumuda. 


Only two examples of kapétabandha adhisthana are found in the area of 
our study. They are from Shukavaneshwara temple at Salem datable to 10° 
century A.D. (fig 29.) and Ekamranatha temple at Tadavur datable to 1 1" century 
A.D. In the former (Fig 30, pl-24), example, all the mouldings of the 
kapotabandha adhisthana have lacing of padmadalas. A noteworthy feature of 
this adhisthadna is that the kKapétabandha adhisthana is made very ornate in some 
parts, thus causing confusion as to whether it is a sribandha type of adhisthana. 
Sribandha adhisthana is nothing but a kapdétabandha adhisthana with all its 
major mouldings laced with varieties of floral, faunal and decorative motifs. 
Therefore, this plinth happens to be the earliest adhisthana of both the varieties 
in the region. For kapdtabandha adhisthana in the region of our study, this is the 
only example available. But for the sribandha adhisthana, this becomes the 
earliest specimen of the region. In the latter example gala is repeated above the 
kap6ta as was the practice of the day. The scarcity of kKapdtabandha adhisthana 
in the region of our study is obviously due to the fact that this area was more 
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Fig 28a. Sribhéga adhisthdna (ornate variety)- Rama temple- 
Ayodhyapattinam. 


Not To SCALE 


kapéta as was the practice of the day. The scarcity of kapdtabandha adhisthana 
in the region of our study is obviously due to the fact that this area was more 
influenced by the Tamil tradition. However, because of the influence of the 
Ganga/Nolamba rule over this region, two examples of this adhisthdna are found 


here. 


During the Vijayanagara days, kapotabandha adhisthana was not in use. 
Instead, a variant of this, classified under the sribandha adhisthana is found in 
good numbers. Sribandha adhisthana consists of all the major mouldings of a 
kapétabandha adhisthana, but each moulding is decorated with varieties of 
floral, faunal and decorative motifs. Hence they are described under the category 


of sribandha and Ssribhdga types. 


PRATIBANDHA ADHISTHANA: Mayamata®’ and Kasyapasilpa™ mention 
pratibandha adhisthadna. But there is no mention of pratibandha adhisthana in 
Manasara. Mayamata states “when the prativadjana takes four parts and prati 
takes three parts then the base is called pratibandha”, all the other members 
being same as in the kapdtabandha adhisthana. That means to say the prati 
moulding which used to be the thinnest moulding in all the plinths becomes 
prominent and thick in this plinth. However, ISanasivagurudéva Paddati gives a 
different picture of the nature of pratibandha adhisthana. According to this, “the 
upper part of the prati should be broad (pratimukha). On this, makara, mrga, 
vyala and gaja should be carved”. No mention of kapdta is seen in 
Isdnasivagurudéva for the pratibandha adhisthana. Kasyapasilpa states that 


pratibandha should possess vrttakumuda”?. 


The EITA gives an illustration of pratibandha adhisthana which is a 
mixture of both Mayamata and Isanasivagurudéva. Therefore the pratibandha 
adhisthana should possess upana, jagati, vrttakumuda, gala, kapdta and a 
prominent prati with bold reliefs of the said animals. Such plinths are available 


in the region of our study. 
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Fig 29. Kapotabandha adhisthana (earliest example of ‘the region)- 


Shuvaneshwara temple — Salem. 


Fig 30. Kapétubandha adhisthana- Ekam-anatha temple- Tadavur 


Not to Scale 


Two plinths of this variety are found in the region of our study. They 
belong to 9" century A.D” (pl-25), and 12" century A.D*”(Fig 31, pl-26). Both 
of them have an updna, jagati, vrttakumuda, gala, kap6ta and a broad prati with 
vyGlamala below. This type of plinth was more popular in the adjacent region of 
Kolar and Bangalore districts, hence appears to have been a popular plinth of 
Karnataka temples. As our area is a buffer region, the influence of this tradition 
may be said to have percolated into the Salem region. Hence, only two examples 


are extant. 


PADMAKA ADHISTHANA: Padmaka adhisthana is a variant of padabandha 
adhisthana. It is not mentioned in any of the major Texts”®. EITA mentions this 
adhisthana as a separate enitity and gives the name padmaka adhisthana, the 
source of which is not mentioned. The alignment of the mouldings as seen in the 
illustration is updana, jagati, tripattakumuda, gala, pattika and prati. If we go by 
the literal meaning of the word, padmaka means the plinth with traces of 
decoration of padma. That means minimum carving of padmadalas should be 
present. If a padabandha adhisthana contains little decoration of padmadalas on 
it, it becomes a padmaka adhisthana. This decoration of padmadalas is found in- 
between the rectilinear upana and jagati. This type of adhisthana is found in 
good numbers in the area of our study. They possess a rectilinear upadna, a cyma 
moulding with lotus petals, a rectilinear jagati, kumuda, gala, pattika, gala and 


prati (Fig 32, pl-27). 


A luxurious mode of padmaka adhisthana can be seen at the sub-shrine in 
the Ardhanarishwara temple complex at Tiruchengodu (Fig 33, pl-28). This 
plinth is of 16" century. In the plinth, the updana has a ratnapattika, the jagati is 
carved like a mahadpadma with bold and prodigal lotus petals like that of the 
puspapuskala plinth. The kumuda is katakavrttakumuda having crisp and minute 
carvings. The pattika has a puspapattika and the prati has scalloped lotus petals 


below. The entire plinth is raised above an upapitha of ornate pratibhadra type. 
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Fig 31, Pratibandha adhisthana with Majicabhadra upapitha- mahdadwara 


of Kamanatheswara — Aragalur 


Fig 32. Padmaka adhisthana (with Tripattakumuda)- Kailasanatha temple- 


Tiruchengodu Not to Scale 


A solitary example of the padmaka adhisthadna, built out of brick and 
mortar, is found at Kariamangalam”. There is no definite date for this temple. 
But the ancient look of the adhisthadna and material in which it is built suggest 
that the plinth may probably belong to 12" century A.D., as the earliest of the 
padmaka adhisthana built out of stone in this region is dated to this period. 
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Padmaka  aadhisthanas possessing dhdaravrttakumuda and 


tripattakumuda"' are also noticed in the region of our study. 


VAPRABANDHA ADHISTHANA: Mayamata '* , Manasara '° and 
Kasyapasilpa'™ mention this type of adhisthana. From the description in the 
Mayamata, it becomes clear that in this plinth the jagati and the kumuda 
mouldings are to be big in their size and they should dominate the elevation of 
the plinth. ‘vapra’ literally means a rampart or a buttress which is heavy, strong 
and high. These qualities can be clearly seen in the adhisthanas '®, in the rock- 
cut sanctuary of Sheshashayi in Namakkal (Fig 34). The updna, jagati and 
kumuda are unusually tall and look like buttresses. This is dated to 7" century 
A.D. 


MISCELLANEOUS ADHISTHANAS: Introduction to some rare types of 
plinths is given below with description. These varieties are not found in the area 
of our study. Mayamata mentions a few of these adhisthanas and Manasara also 
gives a detailed list. Likewise, other Texts also do so. A few adhisthanas are 
selected and an attempt has been made to describe the probable nature of such 


plinths and explain the reasons for naming them so. 


KUKSIBANDHA ADHISTHANA: Ma§anasara mentions four types of adhisthana 
of this class.’ The kumuda should be heavy and ponderous. ‘Kuksi’ (Sanskrit), 
means belly and thus the literal meaning of kuksibandha adhisthadna is that it 
should possess a kumuda moulding projecting forward distinctly from other 
mouldings and resemble a huge belly. Though kumuda is noticed to dominate the 


elevation even in uragabandha and vaprabandha adhisthanas, the jagati below 
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Fig 33. Padmaka addhisehitnd and Pratibhadra upapitha (ornate variety)- Sub 


shrine- Ardhanarishwara temple- Tiruchengodu 
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Fig 34. Vaprabandha adhisthana- Sésasayi cave- Namakkal. 


Not to Scale 


the kumuda also dominates in these plinths, whereas, in the kuksibandha, only 
the kumuda should project forward and dominates the elevation. Considering this 
aspect, kuksibandha adhisthana can be called a variant of the vaprabhandha or 
uragabandha adhisthanas. Further, this was perhaps a regional style and hence 
mentioned only in Manas@ara. 


KUMBHABANDHA ADHISTHANA: Kumbhabandha adhisthana and its five 


107 The text describes this adhisthana as 


variants are mentioned in Manasara 
possessing two major mouldings namely karnas (semi concave moulding) and 
kumbha (convex moulding) interspersed by a number of doucines, fillets and 
grooves. The presence of a prominent moulding resembling a kumbha probably 


gives this name to this type of plinth. 


PATTABANDHA ADHISTHANA: Pattabandha adhisthana is mentioned only 
in the Manasara'”. The plinth, as the name itself suggests, should possess a 
dominating patta i.e pattika. Major mouldings like updana, jagati, pattika and 
kapéta are found in this plinth amongst which, importance is given to pattika 


with a number of fillets on its sides. 


RATNABANDHA ADHISTHANA: Ratnabandha adhisthana is also mentioned 
only in Manasara'”. The ornamentation of bands and fillets with medallions, 
diadems, diapers, and other decorative motifs probably gives this plinth the name 
ratnabandha. The Text prescribes that the ratnabandha adhisthana is suitable for 


the temples of Shiva and Vishnu. 


VAJRABANDHA ADHISTHANA: Manasara makes a mention of the 
vajrabandha adhisthana''®. upana, jagati, kumbha, vajrakumbha/, dalapadmas, 
kapéta, kantha and vajra patta are the important mouldings of this plinth. This 
type of an adhisthana basically is not dissimilar to the already described 
adhisthanas. The variation noticed in this plinth is the carving of kumbha, instead 
of kumuda, which is decorated with vajra fillets. The pattika of this plinth is also 


decorated with vajrapatti. 
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KAMPABANDHA ADHISTHANA: This adhisthana is mentioned only in 
Manasara'''. The name kampabandha for this type is given because the major 
mouldings of this plinth i.e. updna, mahapadma jagati, kumbha, string 
course/pattika, kapOota are alternated by prominent kampas (fillets). As a result, 
this becomes comparatively a taller variety of adhisthana. 


SRIKANTA: This type of adhisthana is mentioned in Manasara''?, Mayamata'”? 


and Kasyapasilpa' '“ 


. Manasara states that the major mouldings of the plinth are 
upana, jagati, pattika, padma, kumuda and gala. These are interspersed by good 
number of minor mouldings. According to Mayamata, this adhisthana is suitable 


only for the “denizens of the sky”. 


SRENI BANDHA 


sa Manasara! '® 


Srénibandha adhisthadna is also mentioned in Mayamata 
and Kasyapasilpa''’ . This type adhisthana is an uncommon type like that of 
Srikanta. One type of Srénibandha adhisthana is mentioned in Mayamata, which 
states that this should possess twenty six equal parts. However Manasara 
mentions 4 variants of srénibandha adhisthana possessing eighteen parts, twenty 
two parts, twenty three parts and twenty four parts. Manasara prescribes this type 
of plinth for temples as well as other structures, while Mayamata disagrees and 
states that the srénibandha adhisthana is suitable only for gods. This plinth 
possesses minor mouldings like fillets and doucines interspersing the major 


mouldings like upana, jagati, kumuda, and prati. This plinth should be decorated” 


with lions etc. 


PADMABANDHA ADHISTHANA: Texts like Manasara''® and Mayamata''? 
mention the padmabandha adhisthana. Kasyapasilpa!?° addresses this type as 
abjabandha, which is synonymous to padmabandha. Padmabandha, in the place 
of Jagati, should possess a mahadpadma and the lacing of padmadalas should be 


provided for the kumuda. 
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So far, quite an elaborate discussion has been made about the various 
types of plinths and their possible forms mentioned in various Texts. A detailed 
examination of the mouldings of these plinths indicates that most of the plinths 
mentioned are one and the same as far as the alignment of the major mouldings 
are concerned. The major mouldings of the plinths of the temples of south India 
in general and the area of our study, in particular, are updna, jagati, kumuda, 
gala, kapdta/ pattika and prati. In almost all the plinths, the three lowest 
members namely updna, jagati and kumuda remain the same in the same order. 
Only the upper mouldings namely the kapdta and pattika are alternated or even 
interspersed with each other. The gala may be one or two. prati remains the same 
throughout as the top most moulding of the plinth. Sometimes, its thickness may 
increase as in the case of pratibandha adhisthana. Increase and decrease in the 
number of minor mouldings also contribute to the change in the elevation of the 
plinth. Increase and decrease in the decoration, prodigality of decoration, 
importance given for a particular moulding, the shape of the kuwmuda, shape of 
the jagati and the decoration of the gala contribute to the creation of varieties 


and sub-varieties in the plinth. 


In the general vertical alignment of the mouldings in the elevation, 
attempts are made to make the plinth to present a battered contour. Different 
types of plinths, differences in the construction of the plinths and the carvings 
made on them were obviously for making the temple appear more ornate and 
luxurious, than increasing or decreasing the strength of the plinths. The shape 
and the size of the temple, available material and monetary resources, the calibre 
of the architect, the skill and imagination of the sculptor and the taste of the 
society of that region were the deciding factors for the selection of adhisthana. 
The Texts also prescribe the same conditions for the architect to design and 
construct the temple. Sometimes, the material and regional influence also 
account for the change in the design, combination of the designs and mouldings 


etc. As the Texts on architecture were composed in different regions, they also 
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vary in their prescriptions. It is a known fact that the canons on architecture are 
the codified versions of the existing tradition, practices and techniques. Some of 
the later Texts have also taken ideas from the earlier Texts and existing models 
of temple. As these Texts were written on palm leaf manuscripts and they were 
copied several times by several scribes, possibilities of addition, alteration, 
omission, misinterpretation, misquotation, etc., creeping into the new versions 
are also there. Therefore, the explanations given by Texts are sometimes not 
clear and are vague. Taking such lapses into consideration, one has to interpret 
and explain the type of adhisthana based on common sense, practicality, utility 


and also on the basis of etymology. 


In the present study, a similar attempt is made and certain generalisations 
are made regarding the identification of the plinths mentioned in the Texts. It is a 
known fact that the different Texts mention different numbers and different types 
of adhisthanas ranging from fourteen to sixty four. A close study of this would 
however reveal that the major mouldings of the plinth are mainly similar. The 
method of arrangement of the mouldings is almost one and the same, with minor 
variations. Therefore, the variation in the number of types of plinths is due to the 
importance for any particular moulding or mouldings or the decorations made on 
them. For example, in the padabandha adhisthana, the lowest mouldings namely 
upana, jagati and kumuda are often projected forward prominently from the 
vertical norm of the upper mouldings, reminding us of the pdda i.e., the foot. In 
the case of vaprabandha adhisthana, two lowest mouldings, namely jagati and 
kumuda are made very heavy reminding us of vapra (rampart or buttress). 
Similarly uragabandha contains heavy kumuda moulding reminding us of a big 
python encircling the plinth. In the kapdtabandha adhisthana importance is 
- given for the kapéta. In the pratibandha adhisthana the prati is made bold and 


thick and its lower part is filled with a row of animal figures. 


After classifying the plinths into different types on the basis of their 
shape, size and prominence of the mouldings, based on the delicate decorative 
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designs carved on the mouldings or on the upper and lower parts of the 
mouldings, a further increase in the typology appears to have been made by the 
authors of the canons. Examples of these types of plinths are padmaka, 
puspapuskala and padmakésara plinths. In the padmaka adhisthana just a strip 
of lotus petals is carved between the updna and the rectilinear jagati. In the 
puspapuskala, heavy, broad and prodigal lotus petals are carved on the surface of 
the cyma-shaped jagati making the jagati a mahapadma. In the padmakésara, 
delicate, thin and crisp lotus petals are carved profusely flanking all the 


mouldings. 


Further increase in the typology of the plinths is made through the 
elaboration of decorative designs of various types. All the mouldings of the 
plinth are decorated profusely and intricately in these plinths. Examples to rich 
ornate variety of plinths are sribandha, Sribhdga, vajrabandha, ratnabandha, etc. 
Sribandha is a plinth having richly decorated mouldings. ‘Sri’ in Sanskrit means 
auspicious, plenty, bounty etc. Therefore sribandha is that which is auspicious 
and bounteous in every respect. Hence it is decorated profusely and both the 
kapéta and pattika mouldings are employed in this type of plinth. Sribhdga is a 
more gorgeous variant of sribandha adhisthana. The very look at this plinth is 
rejoicing because it is gorgeous and fabulous in every respect. Vajrabandha and 
ratnabandha \ook synonymous in their meaning. No examples of these plinths 
are found but it is obvious by their names that they should be decorated richly 


with ratnapatti and vajrapatti, diadems and diapers, fillets etc. 


A chronological study of the typology of adhisthanas has revealed certain 
interesting factors regarding the popularity of adhisthanas of different types in 
the region of our study. The earliest type of adhisthanas found in this region is 
padabandha adhisthana. Right from 7 i century A.D., this type of adhisthana 
occurs in the region of our study. The rock-cut sanctuaries of Namakkal has, in 
its facade, this type of ndhisthanes Same type is found used in the g" and 10" 


century temples. It continues till the end of Vijayanagara period. More than 
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eighty padabandha adhisthanas are noticed in the area of our study. pddabandha 
adhisthana is simple to construct and non ornate in character, hence it is 
economical in construction. Its use is wide spread in the region. Temples 
constructed with pddabandha adhisthanas are also generally simple and non- 
ornate in character, therefore a harmonious blend of all the trivargas of the 
temple is produced by using this type of plinth. Ornate pa@dabandha adhisthana 
in a single temple complex is noticed'*’. This is probably due to the availability 
of skilled sculptors and also rich patronage. It is noteworthy that on the wall of 
the main shrine of the temple two inscriptions of Hoysala Ramanatha Deva are 
found as a patron of the temple. It is possible that the handiwork of the Hoysala 
artisans possibly resulted in the carving of this type of adhisthdna in a luxurious 
manner. A parallel instance to this is noticed at Barur where a padmakésara 
adhisthana is made more ornate with the carving of various decorative themes. 


There also an inscription of Hoysala Ramanatha Deva is found. 


Two examples of pratibandha adhisthana, pratikrama adhisthana and 
kap6tabandha adhisthana and one example of uragabandha adhisthana are 
found in the region of our study. These adhisthanas are simple yet attractive 
because of the limited ornamentation on them. They all belong to 9" and 10" 
centuries A.D. and after that no continuation of these types of adhisthdnas is 
found. The reason for this is difficult to explain. Instead, padmaka and 
padmakésara adhisthanas were the popular types in the 11°, 12" and 13° 
centuries A.D. That means to say that there was a tendency to make the 
adhisthanas elaborate as well as ornate. Therefore padabandha adhisthana, 
which contains all the mouldings, was made more ornate to convert them into 
padmaka and padmakésara types. About twenty examples of padmaka and 
padmakésara types are noticed in the region of our study. Provision of pattika is 
a feature of Tamil plinths, so also kapdta is a feature of Kannada plinths. In the 
temple built in the 10" century possesses the influence of Kannada tradition 


because of the rule of Gangas and Nolambas. This is reflected in the construction 
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of pratibandha adhisthana, in which a kapéta is found carved. After the Chola 
occupation of the region, the use of kapdta totally disappears and only the use of 
pattika becomes wide spread. Therefore padabandha adhisthana occurs 


profusely in the region. 


During the Vijayanagara period the patronage for construction of temples 
is prodigally seen, and the region of our study being close to the Vijayanagara 
head quarters, the temples of this region also reflect the glory and splendour of 
the Vijayanagara Empire to a great extent. Ornate adhisthdnas like the sribandha 
and Sribhdga are found in good numbers in the temples of the region. During this 
period, besides the construction of shrines, temple complexes get elaborated with 
the construction of different types of mantapas, gateways, corridors, etc. These 
architectural components are provided with ornate adhisthanas of the sribandha 
and sribhdga types. About forty adhisthanas of sribandha type and about twenty 
adhisthanas of Sribhdga type are noticed in the region. These plinths are often 
provided with ornate upapithas thus making them high, ornate and luxurious in 
their elevation. Not only are they elaborate in their ornamentation but also the 
carvings are very crisp and delicate making them comparable with any of the 


best adhisthanas of their class. 


The area of our study being politically a buffer zone, no major powers 
either of Tamilnadu or Karnataka exercised power directly over this region up to 
the second half of the 10" century A.D. Therefore this region was ruled by 
feudatories like the Gangas, Nolambas, Banas, Vaidumbas, Kongus etc. The 
temples built and maintained under the patronage of these rulers were also small 
in their construction. Accordingly the structures were small and unimposing and 
their plinths were also were suitably designed. Therefore, pdadabandha, 
kapétabandha and pratibandha adhisthanas of non ornate kind are noticed. After 
11" century A.D., Cholas exercised direct power over this region. The Cholas 
were not only master builders of temples but patronised temple building activity 
even in the remote parts of their Empire. The result of this was the building of 
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temples during 11" century A.D., in large numbers, in the region of our study. 
Ornate adhisthanas also come in to being because of the use of padmaka and 


padmakésara varieties. 


A close observation of the plinths of the structure of the region built in the 
same temple complex would reveal that the structures were provided with 
different types of plinths for different parts of the structure or for the different 
parts of the same building'””. In some instances, the same type of plinth is also 
continued while additions were made during later period to maintain 
uniformity.'”? This shows that there was no hard and fast rule in the design and 
decoration of the plinths for the different parts of the structure. There are also 
deviations noticed in the alignments of the plinths, and also deviations in the 
decoration of the plinths. The plinths in some parts are simple and in some parts 
are profusely decorated. Hybridisation of plinths is not noticed, but glorification | 
of the simple plinths into ornate ones are noticed. The example of padmaka 
adhisthana is already mentioned. It is a point to be noted here that the freedom to 
express their creativity was given to the artist in the canons themselves. The 


'24 states at the end that in spite of the prescriptions given by the Text, 


Mayamata 
the sculptor should execute work according to the taste of the builder and it 
should be pleasing to the eye of the viewer. Therefore, variation is noticed within 


the typology of the plinths blended with rich ornamentation. 


The table provided illustrates clearly the different types of adhisthanas 


mentioned in some important texts. 


TABLE OF THE ADHISTHANAS 


SL Name of the NO.OF TYPES 
NO Adhisthana 

reste | 

| 


adabandha 
Uragabandha 


P. 


Ea Puspapuskala 


Sribandha 
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NO.OF TYPES 


Name of the ; 


SL 
NO 
| 6. | Maficabandha 


7. | Padmabandha 


Kumudabandha 


| 8. | 
a Padmakésara 


| 10. | Srénibandha | 
| I. | Vaprabandha | 


| 14. | 


= eae 
a ees 
a 
a en 
= a 
Kapétabandha [ae Sage est 
en 
a= aa 
ae ee 
= eae 
a ae 
ae ae) 
a aaa 
| 
Pe nt) 
fe 


ake as 
Abjabandha 


Thies x as 
A ee 


Pratibandha 
Kumbhabandha 


| 16. | 

| 18. | Vajrabandham | 
| 19. | Ratnabandha | 
| 21. | Kuksibandha | 
| 22. | Kampabandha | 
| 23. | Puspabandha | 
| 24. | Sripriyambyja _| 
|.25. | Trikarana 


REFERENCES 

I Monier Williams- Sanskrit English dictionary. Asian Educational Services, New Delhi page-22 

2 ISGDP states the complete temple rests on the edifice, the edifice provides drdham, stability to 
the temple 

3 Mayamata Ch- 14, verse-40 

4 Kagyapasilpa- Ch-6, Sléka-1b-2a 
Kamikagama LV- 20 

5 Sadvarga system states adhisthana, bhitti, prastara, griva, Sikhara and stipi are the six angas of 
the Temple. 

6 Mayamata states that an adhisthana may or may not be built with an upapitha 

7 Joshiar- Padma samhita- Mysore 1969- Kriyapada- page 25 A.4- Sloka 38 

8 Mahdadwara of the main entrance of the Virupaksha temple at Hampi 

9 Mayamata page 156 Ch-13 Sloka | 

10 Mayamata Ch-13 sloka 5 

tl Manasara Chapter 13 deals with upapithas 

12 Mayamata-Ch-13, Sloka-6-8a 

13 Mahadwara of Chandrachudeshwara temple, Hosur- Krishnagiri dist. and Mahadwara of 
Kailasanatha temple at Taramangalam, Omalur taluk, Salem dist 

14 Mahadwara of Kamantheshwara temple at Aragalur, Attur taluk, Salem dist. 


15 Mayamata-Ch-13, Sloka- 8b 
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Manasara- Ch- 13, Sloka-16 

Mayamata-Ch-13, $ldka-9-11 

Mayamata-~Ch-13, Sloka- 14 

Achaladeepaeshwara temple of Mohanur, Namakkal dist. Devi shrine of Karivaradaraja temple 
at 

Aragalur, Attur taluk Salem dist, etc. 

Varadaraja temple at Sendamangalam, Attur taluk Salem dist. 

Subramnya shrina at Ardhanarishwra temple Tiruchengodu, Namakkal dist. 

Mahadwara of Kailasanatha temple at Tiruchengodu, Namakkal dist. 

Mayamata-Ch-13, Sloka- 19a 

Mayamata-Ch-13, Sloka- 15-17a 

Manasara Chapter 13, Verses 45b-62 

Varadaraja temple at Sendamangalem, Attur taluk, Salem dist 

Amman Shrine of Varadaraja temple at Sendamangalem, Attur taluk, Salem dist 

The earliest upapitha in the tamil tradition is noticed in the Pallava temples and __ the earliest 
upapitha in Karanataka tradition is noticed from the Rashtrakuta period in the temple of 
Kailasanatha at Ellora. 

Varadaraja temple at Sendamangalem, Kamala mangai shrine in Karivaradaraja temple, 
Aragalur, Attur taluk, Salem dist etc. 

Kasyapasilpa- Patala 6- Sloka 22 

Achaladeepaeshwara temple of Mohanur, Namakkal dist and sayyagrha Kashivishweshwara 
temple, Kailasanatha temple, Taramangalam, Omalur taluk, Salem dist. 

Rangamantapa of Rama temple at Ayodhyapaatinam , Kailasanatha temple at Tiruchengodu, etc 
Shiva temple at Barur , Krishnagiri dist, Kailasanatha temple at Taramangalam, Omalur taluk, 
Salem dist.Etc. 

Rangamantapa of Rama temple at Tenkaraikottai, Harur taluk, Dharmapuri dist. 
Kamakshiamman temple, Dharmapuri dist 

Mahadwara of \Kailasanatha temple at Taramangalam, Omalur taluk, Salem dist and 
Kashivishweshwara temple at Velur, Namakkal dist. 

The earliest kumuda of this type is found in Kailasanatha temple at Kargudi, Namakkal taluk, 
Namakkal dist. 

Mahadwara of Kandasami temple, Kalipatti, Salem. 

Achaladeepaeshwara temple of Mohanur, Namakkal dist, Kailasanatha temple at Tiruchengodu, 
etc. 

Kamakshiamman temple, Dharmapuri dist 

Kamakshiamman temple, Dharmapuri dist and mahadwara of Kamantheshwara temple at 
Aragalur, Attur taluk, Salem dist. 

Kailasanatha temple at Taramangalam, Omalur taluk, Salem dist, Achaladeepaeshwara temple of 
Mohanur, Namakkal dist, etc 

Kailasanatha temple at Taramangalam, Omalur taluk, Salem dist 

Kashivishweshwara temple at Velur, Namakkal dist. 

“Manasara- on Architecture and Sculpture” 

Prasanna Kumar Acharya 

Pub: Munshiram Manoharlal Publishers Pvt Ltd. 

Kasyapailpa, Patala 8 

Mayamata- Ch-14 Sldka- 19-20 

Manasara — Ch- 14, Slokas- 5- 11 

Vimanarcanakalpa- Sloka 35 

Kasyapasilpa- patala-6 sloka-26 

Kailasanatha temple at Kargudi, Namakkal taluk, Namakkal dis 

Karaburanatheshwara temple at Uttamacholapuram, Salem, Cholishwara temple at 
Mallasamudram, Namakkal dist , etc 

Narasimha and Sheshashayi rock cut structures at Namakkal, Virattaneshwara temple at pillur, 
Paramatti taluk, namakkal dist, etc. 

Vaishnava Shrine at Peddur, Harur Taluk, Dharmapuri dist. 
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“Padabandham adhisthanam sarva-jatyarhakam bhavet” 
Manasara Ch 44,Sloka- 22 
Kamakshiamman temple at Dharmapuri and the Mahadwara of Kamantheshwara temple at 
Aragalur, 
Attur taluk, Salem dist. 
Mahadwara of Kailasanatha temple at Taramangalam, Omalur taluk, Salem dist 
Mayamata-Ch-13, Sloka- 21-22 
Manasara- Ch- 14, Il Uragabandha adhisthana, Sléka-23-43, mentions four types 
of Uragabandhaadhisthana of four different heights. (a) 18 parts, (b) 20 parts, (c) 22 parts and (d) 
24 parts. 
Kayanirmaleshwara temple at Attur, Salem dist. 
Mayamata Ch-14, Sloka- 23-24 
Manasara Ch-14, Sloka-22b- 32 
Kasyapasilpa- patala 6 , Sloka-39b-41la 
Mayamata states that Pratikrama adhisthdna should posses Dharavrtta kumada 
—Mayamata Ch 14- Sloka- 23 
Mayamata-Ch-14, Sloka- 23 
Mayamata-Ch-14, Sloka-24 
Kamakshiamman temple at Dharmapuri. 
Mayamata-Ch-14, $loka-25b-26a 
Kasyapasilpa- patala 6 , Sloka 41-46a 
Manasara ch 14, Sloka -33-40a 
Mayamata-Ch-14, Sloka-26b 
Manasara Ch 14, , Sloka -40a 
Achaladeepaeshwara (Saiva) temple of Mohanur, Namakkal dist, Cholishwara temple and 
Karivaradarajatemple, Aragalur, Attur taluk, Salem dist, Perumal (Vaisnava) temple at 
Thyaganur, Attur taluk, Salem dist. etc. 
Manasara Ch-14, Sléka-40- 46 
Mayamata Ch-14, Sloka- 27-28. 
KaSyapasilpa- Patala 6, Sloka- 46-51 
Manasara Ch-14, Sloka- 36b and 37 a 
Achaladeepaeshwara temple of Mohanur, Namakkal dist, 
Manasara Ch-14, Sloka- 47-54 
Mayamata Ch-14, Sléka- 29-30a 
Kagyapasilpa- Patala 6, Sldka- 51b-56a 
Kalipatti gopuram, Kalipatti near Mallasamudram, Tiruchengodu taluk, Namakkal dist. 
Dévésanam mandirésvévamuktam srisoubhagyarogyabhégyam dadati|| 
Mayamata Ch-14, Sloka- 30b 
ARE 1888, no 50 
Adam Hardy. 
Rangamantapa of Rama temple, Ayodhyapattinam, Salem, Rangamantapa of Rama temple, 
Tenkaraikottai, Harur taluk, Dharmapuri dist. , 
Manasara Ch-14, Sloka-55-61 
Mayamata Ch-14, Sldka- 31 
Kasyapasilpa- Patala 6, Sldka-56b-59a 
Someshwara temple, Ethapur, Attur taluk, Salem 
Manasara Ch-14, Sléka-125-129a 
Mayamata-Ch-14, Stdka-36 a 
Mayamata-Ch-14, Sldka-36b 
Kasyapasilpa- Patala 6, Sldka-30-32 
Kasyapasilpa- Patala 6, Sloka- 26b 
Kamakshiamman temple, Dharmapuri dist 
Mahadwara of Kamantheeshwara temple at Aragalur, Attur taluk, Salem dist. 
Isana Siva Guru Déva Paddati, Kamikégama, Mayamata, Manasara, Silparatna and 
Kasyapasilpa. 
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Sub-Shrine of the Arunchaleshwara temple at Kariamangalam, Kaveripattinam Taluk, 


Dharmapuri dist. 

Chandikeshwara shrina at Achaladeepaeshwara temple of Mohanur, Namakkal dist. 
Narasimhaswami temple at Nangavalli 
Mayamata-Ch-14, Sloka-35 

Manasara Ch-14, Sloka-120b-124 
Kasyapasilpa- Patala 6, Sléka- 69-72 
Kamakshiamman temple, Dharmapuri dist 
Manasara Ch-14, Sloka-153-162 
Manasara Ch-14, Sloka-85-96 

Manasara Ch-14, Sloka-149-152 
Manasara Ch-14, Sloka-141-148 
Manasara Ch-14, Sldka-125-130a 
Manasara Ch-14, Sldka-163-173 
Manasara Ch-14, Sloka- 180 

Mayamata Ch-14, Sldka-32 

Kagyapasilpa- Patala 6, Sloka-60b-61a 
Mayamata-Ch-14, Sloka-33 

Manasara Ch-14, Sldka-62-72a 
Kagyapasilpa- Patala 6, Sldka- 61b-65a 
Manasara Ch-14, Sloka- 72b-85a 
Mayamata-Ch-14, $ldka-34 
Kasyapasilpa- Patala 6, Sloka-65b-68 
Kailasanatha Temple at Taramangalam, Omalur taluk. Salem dist. 


Ardhanarishwara temple complex in Tiruchengodu, Kailasanatha Temple at Taramangalam, 


Omalur taluk. Salem dist, Shukaveneshwara temple complex, Salem etc 
Chandrachudeshwara temple at Hosur, Krishnagiri dist. 
Mayamata-Ch-14, Sloka-46 1/2 
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‘ CHAPTER - V 
BHITTI - WALL 


The wall of the temple is called by the name bhitti. The word bdhitti is 
derived from the root “bhid’ (Sanskrit), which means to separate’. The main 
function of the bhitti, thus, is to separate the different components of the temple 
plan and the interior from the exterior. Therefore the Texts refer to the wall as 
bhitti. Kudya is a synonymous term for the bhitti. Bhitti is constructed above the 
plinth. Bhitti corresponds to that portion of the elevation from the top of the 
adhisthana to the bottom of the prastara. The outer contour of the bhitti 
generally corresponds to the contour of the plinth. In the outer line of the outer 
elevation, the bhitti slightly recedes from the vertical norm of the mouldings of 
the plinth so as to make it distinct from the plinth below. The walls of the temple 
are generally built very thick and heavy. They normally contain two layers 
namely the inner (antarbhitti) and the outer (bahyabhitti). Both layers are dressed 
on their exposed surfaces while their back surfaces are roughly treated. The gap 
between the inner and outer layer is filled with debris material. It is generally 
noticed that the antarbhitti is constructed with stone slabs laid in horizontal 
courses in the gap between the engaged pillars. The Texts prescribe that the bhitti 
should be decorated with bhittipadas (Pilasters), késthas (Niches), toranas 
(canopies), kumbhapaiijaras (vase decoration) and jalavatayanas (perforated 
windows) (pl-29). The exposed face of the antarbhitti though dressed well, is 
devoid of any decoration. All the decorations mentioned above apply only to the 


bahyabhitti. 


The medium used for the construction of bhitti may be of different types. 
They are built out of mud, wood, brick and stone. Mayamata” mentions three 


types of walls. They are — 


i) jalaka kudya - the wall with perforations. 
ii) istaka kudya — The wall made of bricks. 
ili) | phalaka kudya — The wall made of planks of stone or wood. 


Kamikagama mentions two types, namely, the perforated wall and the plank 
wall. Silparatna mentions four types of bhitti, They are jalaka kudya, istaka 
kudya, phalaka kudya and mrnmaya kudya. 


The bhittis of the temples of the region of our study are generally built as per 
the prescriptions of the Texts mentioned above. Yet there are certain variations in 
the decoration of the bhitti. They vary in their look and also in their surface 
treatment. Decorations vary from place to place and from time to time. In spite of 
the prescriptions of the Texts the artists had the freedom to exhibit their profound 
skill in the treatment of the wall surface. This resulted in the elaborate decoration 


of the bhitti as can be noticed in a few temples of the later period. 


The temples of the region of our study are built in two different media i.e. 
brick and stone. However, the latter medium dominates the former. It is also 
possible that the temples of the brick medium are either destroyed because of the 
ravages of time and weather or, it is also possible that they are renovated or 
rebuilt subsequently in stone medium. Irrespective of the medium used for the 
construction of the bhitti, the Texts prescribe same decorations for the bhitti of 


both media. 


Structural temples of stone in the region of our study begin from the end of 
gt century A.D. The earliest temples to be constructed are the Mallikarjuna and 
Kamakshiamman temples at Dharmapuri. By this time, well-developed 
architectural forms were already in vogue in South India. Temples having 
straight and indented wall surfaces, walls decorated with bhittipddas or/and 
késthas, téranas, jalavatayanas, were already built in South India. Therefore 


temple walls with bhittipadas, késthas, jalavatayanas and kumbhapanjara are all 
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discernible. Decorations of the wall surface were made depending upon the 
convenience, cost and availability of skilled artisans. The temples of varying 
aesthetic values were erected in stone. The Nolambas were the first known royal 
dynasty to build temples in this region. Two temples built of Nolamba patronage 
are found at Dharmapuri. They are the Mallikarjuna and Kamakshiamman 
temples. The Mallikarjuna temple (except the sikhara) is fully built of stone, 
while the Kamakshiamman has the bhitti built of bricks. These two temples mark 


the beginning of temple architectural activity in the region of our study. 


For the sake of study, different components of the walls are studied 


individually as follows: 


BHITTIPADAS (PILASTERS): Bhittipadas are the Pilasters. Pilasters are not 
functional in character. They are purely decorative in purpose. Bhittipddas are 
pillar like decorative motifs carved on the surface of the wall. However, they 
possess all the decorative members of a regular pillar. Even the Texts prescribe 
that the bhittipGdas are to be carved resembling the regular order of pillars in 
form and decoration®. The bhittipddas may be square, many sided or rounded in 
their section. However, only a portion of the bhittipadas is relieved from the wall 
surface. The Texts mention that the bhittipGdas should be to the extent of 1/4" or 
1/2 or 3/4" of its girth’. Bhittipadas are generally carved on the wall surface after 
the wall is constructed. Pilasters are carved at regular intervals throughout the 
length of the outer surface of the wall singularly or in pairs. Very simple walls 
possess bhittipddas only at four comers’. Heavy buttress like pillars are also 
sometimes carved on the outer wall surface as bhittipddas. In the post 
Vijayanagara temples constructed under poor patronage, the bhittipddas are in 
the form of engaged pillars common to both the exterior and interior. These are 


instances where the wall is single-layered. 


Directly above the prati moulding of the adhisthdna, the shafts of the 


bhittipadas are carved. Generally the bhittipadas appear square in their section 
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and often they are octagonal and many sided and rarely cylindrical. Pilasters 
have slender shafts superimposed by a vase/bell shaped moulding, a cushion 
capital, a palagai abacus and corbels. Pilasters, with rare exceptions, are not 
provided with a carved pedestal® (Fig-34). Likewise, the carved bases for the 
bhittipddas also do not appear for all categories of bhittipddas. That is to say, the 
brahmakantha type (square) of bhittipGdas are not provided with carved bases 
(pls 30-31), whereas the visnukanta (octagonal) (pls 32-33), saumyakanta 
(sixteen sided) (pl- 34) and rudrakdnta (cylindrical) varieties of bhittipddas are 
provided with distinctly carved bases. It is also observed that the rudrakanta 
variety of bhittipddas is provided only for the kdstas and they are split pilasters 
(pl-35). Nowhere a full bhittipada of rudrakanta variety is noticed on the wall 
surface of the temples in the region of our study. Pilasters change in their form 
from time to time in conformity with the change in the pillar-order of the 
contemporary period and style. Occasionally, pilasters devoid of vase/bell, or 


capital or abacus, or any one, or a few, or all of these mouldings are also found’. 


In the late Chola temples, rampant lion bases are also noticed for the 
bhittipadas® (p|-36). In the temples of the Vijayanagara period ornate bases for 
the bhittipadas begin to appear. Reliefs of floral patterns and figural sculptures 
(pl-33) are found carved here. However, during the Vijayanagara period, the 
bhittipddas on the walls do not reflect all types of pillars that were used in the 
temple construction. It is a known fact that during the Vijayanagara period 
different types of pillars were used profusely in the construction of temples and 
their adjuncts. Of these types of pillars, only brahmakanta and visnukanta pillar 


forms appear as pilasters. 


Cushion capitals of the bhittipadas also change in their form and design 
from time to time and place to place (pl-37). A noteworthy feature of the cushion 
capitals is that their forms are always identical to the shape of the shaft of the 
pillar. As majority of the bhittipddas are brahmakdantha type (square sectioned) 
the cushion capitals are also square in their form with sides rounded. Cushion 

121 


capitals of the octagonal, many sided and cylindrical varieties are also noticed. 
Another notable feature of these cushion capitals is that, majority of them, 
irrespective of their forms, possess flat base, rounded sides and top. Sometimes, 
they are horizontally grooved, indented or sometimes provided with a fillet. In 
some examples, the lower portion of these cushion capitals is deeply grooved and 
hollowed. Decorations like floral patches, creeper scrolls, scalloped lotus petals 


and fillets are also carved. 


The phalaka or the abacus above, also varies in its surface treatment. The 
phalaka above the mandi is always carved square and thin. Occasionally they are 
relieved with muktagrdasas on the sides. The lotus moulding (mandi/ idal) below 
changes in its form in accordance with the shape of the capital and shaft below. 
In the brahmakantha type of bhittipadas it is generally square. But in other 
varieties like octagonal and many sided, the mandi becomes octagonal or multi 
faceted or completely rounded. The treatment of the petals of the lotus also 
changes from place to place and time to time. In the early examples, the petals of 
the lotus at the bottom of the phalaka are thinly scalloped or plain. But in the late 
Chola and Vijayanagara examples though the scalloping of the petals is not deep 
the edges and the sharp tips of the petals are shown very prominently out-curled. 
An interesting feature of the abacus of the temples of the region is that where 
ever bhittipadas are carved closely, at the junction of the two walls, lie a 
common single abacus and is carved of one stone slab for both the bhittipadas, 


and so also the cushion capital below (pl-30). 


Potikas or corbels are meant to support the beam above in the 
architectural framework. Corbels of the bhittipadas are sometimes functional and 
sometimes decorative. These corbels support the architrave above. In the 
projecting terminals of the wall the corbels are carved in the round projecting 
forward from the line of the wall. But the two other arms of the same unit of the 
corbel are just relieved on the surface. Corbels of the Vijayanagara period 
sometimes possess small panels with relief sculptures and other decorative 
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designs. Corbels also, like their counterparts in the interior are designed like 
taranga, adhara (p\-38), puspa (pl-39) and citrapotikas. Interestingly, the corbels 
carved on the pilaster sometimes support the beam above and sometimes they are 


carved as a part of the beam itself (pl-38). 
TORANA 


Torana (Sanskrit) means an ornamental canopy set at the entrance’. The 
entrance may be to a courtyard or an enclosure or hall or mantapa or a cellar or a 
Niche. The concept of torana is seen as early as the beginning of the Christian 
era. Toranas of the Sanchi Stipa are well known examples. Badami Chalukyan 
city like Aihole, Kalyani Chalukyan city like Kuruvatti possess tdranas provided 


to the important places of the city of those times. 


Torana consists of two vertical posts installed at a distance, supporting a 
decorated canopy above. This architectural! model is used as a decorative motif 
on the walls of the temple. tdranas are also carved to precede the kdsthas on the 
walls. These tdranas, as a decorative motif, consist of two pilasters supporting a 
canopy designed with varieties of architectural, faunal, floral and decorative 
motifs. Right from the beginning of structural architecture, the tdranas are used 
as decorative motifs on the exterior wall surface of the temples. They are just 
carved as a decorative design on the wall and also as an architectural framework 
for the niche. The space in between the pilasters of the torana may be plain'® or 
may have a niche" or a plain niche with or without a sculpture’ or even may 


have a perforated window? (pl-40). 


Toranas may or may not contain a niche within. If there is no niche inside 
the férana, the wall surface will be in conformity with the level of the wall. 
Sometimes, a relief sculpture may be found in this place (pl-41). If a niche is 
carved, it may be deep or shallow. If it contains a sculpture of a divinity, 
mythological figure or a sculpture of a saint it is referred to as dévakdstha. 


Generally the tdranas consist of two split pilasters of identical shape and size 
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supporting a canopy. Pilasters are often closely spaced. However, no mention of 
the split pilasters is found in the Texts. Instances of pilasters spaced quite apart 
are also not absent. Split pilasters contain all the decorative details of a regular 
pilaster of the wall. But they are carved in such a way that these look like a 


vertically split pilaster. 


The canopy carved above these pilasters consists of an architrave or a 
vdjana or a kapdta. Above the architrave or kapdta the decoration may be 
architectural or faunal and floral. Architectural decorations are of three types. 
They are called by the names Sala toranas, kiita toranas and pafijara toranas, 
depending upon the type of canopy the architectural design possesses. makara 
toranas are those where two makaras are placed to form an attractive design of a 
canopy. Another type of tdrana called nasi torana is also noticed. This térana 


possesses a big nasi with a kirtimukhas. 


SALA TORANA (pl-42): Térana crowned by sala canopy is called a sala 
torana. This type of toérana is found in plenty. Above the kapdta, elegantly 
shaped model of an oblong pavilion with Sala canopy is carved with almost all 
the architectural and decorative details. The sala canopy may be in the form of a 
regular miniature sala pavilion or only its canopy part. If it is in the form of a 
miniature pavilion, its wall surface will again have all the details of a regular 
wall such as bhittipddas, a kosta with a canopy, etc. If it is just a conventional 
Sala canopy only a deep recessed gala with galapadas separate the canopy and 
kapota below. Whatever may be the details of a Sala torana, the Sala canopy at 
the top is always with all the details of mahdnd@sis on all its three open sides, with 
kirtimukha above and series of kalasas on the ridge of the sala flanked 


sometimes by the “cow horns”. 


By the end of 11" century and early 12™ century, vyalamala (pl- 43) 
above the kapdta becomes a norm, and the kapdtas also have floral designs 


carved on them’. By the end of 12" century, sala téranas became even more 
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decorative'’. Kapédta with elongated lotus petals and muktagrasas make it look 
very attractive (pl-44). The ndsis have circular gadha surrounded by creeper 
designs. The neck of the kirthimukha becomes elongated. The roof of the sdla is 
decorated with criss-cross designs (karkari). The mahdndsi at the centre of the 
Sala becomes prominent with a deep recession or the gadha cavity. In the gadha, 
a well-carved miniature Sala shrine motif is relieved. In the miniature shrine, 
under the mahdanasi, the deity to be enshrined in the kdsta on the wall is carved. 
On either side of this shrine, the vahana of the deity is also sometimes carved’®. 
Sometimes, the miniature Sd/a shrine is flanked by kita and pafjara"’ shrines as 
the facade of the main sala canopy. All modes of decorations are left to the 
imagination of the artist who composed them. In the place of the mahdndsi of the 


facade of the sla, a squatting lion is also found carved'®. 


KUTA TORANA (p|-45): Kita térana is an architectural design where the canopy 
above the tdrana is designed in the shape of a miniature shrine with a kita 
canopy. This type of térana occurs rarely in the temples of the area of our: 
study’. Above the ornate kapéta, a deep gala having a wall surface is carved. 
Above the gala, a kiita having ndsis on all sides and a stupi is carved. Instances 


of kita torana itself are rare in the region and hence its variants are not noticed. 


PANJARA TORANA (p\-46): Pafijara torana has derived its name because of 
the design of its canopy. Above the kapdta, separated by a deep neck, a 
mahandasi of the facade of a pajijara pavilion is carved. The mahanasi contains, 

on its fagade, a gadha surrounded by a flat surface, relieved with delicate 7 
carvings of floral and decorative designs. Inside the gadha also, a miniature Sala 
pavilion is relieved. The pafijara toranas are found only in two places in the 
region of our study”’. But in each place four examples of the pafijara toranas are 


noticed. 


All these different types of canopies namely sala, kita and pajijara are 


invariably placed above a vdjana or a kap6ta below. The kapotas are provided 
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with ndsis, floral patterns, puspapattikas, muktagrdsas etc., and present an 
attractive elevation to the Térana. Above the kapdta, sometime, a vdjana is also 
carved distinctly. They are sometimes decorated with vydlamdla and 


makaramukhas also. 


Carving of different types of canopies to the ftorana, it appears, was a 
matter of convenience. If the area between the pilasters is wide enough to 
accommodate a broad sala, canopy such a design was chosen. If the area was 


narrow, kita and pafijara canopies were chosen for decorations. 


MAKARA TORANA (pls 47-48): The name makara térana has been given to 
this type of canopy because of the prominent presence of a pair of makaras 
carved either facing each other or facing opposite directions. But the instances of 
the former are more in number when compared to the latter. The framework of a 
makara torana consists of two split pilasters with a lintel and a vajana (or rarely 
a kapota’'). Above the vajana two makaras are placed at the two ends. From the 
mouths of the makaras come out long floriated tongues and join forming an arch 
or a semi circle. The pinnacle of the arch or the semi-circle is normally crowned 
by a kirtimukha”. Multiple variants of this common theme of superior and 
inferior workmanship are also noticed. Depending upon the quality of the 
building and the imagination of the artist, makara toranas are conceived and 
carved diversely”’. The tails of the Makaras are carved like a big bunch of floral 
material also varying in its shape, size and form. The central part of the 
semicircle or the arch formed by the tongues is also often relieved with 
decorative designs. The subject matter of these carvings is varied in nature. 
Mythological, divine’*, semi-divine, a gandharvamukha*’, a goblin”, worldly 
subjects aie a rosette cau flora and fauna’, geometrical, non-geometrical, etc, 
themes are found carved. In the general outlook, the téranas with architectural 
motifs are more protruding from the wall line than the makara torana. Makara 


tOranas are mostly flat in their carvings. 
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NASI TORANA (pls-49-50): Nasi térana is a torana where a prominent nasi 
(arch) like motif is carved surmounted by a kirtimukha. The nasi may be of 
different forms. Sometimes, they resemble the arch of a bow or a semicircle or a 
rainbow or their variants. The two lower ends of the semicircle often turn outside 
into volutes. The gddha or the central part of the arch may again contain reliefs 
of various subject matters as noticed in the makara térana. Of the motifs carved 


in the gadha, the gandharvamukha dominates in number. 
KOSTA/ NICHE (p!-51) 


Kosta is an architectural decoration sometimes functional and sometimes 
decorative. Kdsta means a niche, recessed portion in the wall surface. To make 
the wall surface elegant and to avoid monotony, kdstas are provided at regular 
intervals or at suitable places in the wall. The Texts mention a scheme for 
installing deities in the niches facing different directions*’. According to Texts 
the southern and the northem walls of the garbhagrha should enshrine 
Daksinamirti and Brahma respectively. The back wall should enshrine 
Lingodbhavamirthi or Visnu*!. The south wall of the vestibule should enshrine 
the image of Ganesha and the northern, Durga/Mahisamardini. These rules apply 
only to the central part of the wall of the garbhagrha and antardla. If there are 
extra kdstas in these parts and also kdstas on the giidhamantapa, then wall 


images of deities can be installed according to the taste and belief of the builder. 


As the temple walls are notably thick, the depth of the kdstas is also 
suitably designéd. Sometimes, the kOstas are made for placing the jalavatayana 
also (pl-52). In such cases, a window slab is cut and fixed into the niche in the 
wall. If no windows are placed, then a sculpture of a divinity is placed or 
sometimes it is even left empty. A kdésta may or may not have an architectural 
frontage, so also a sculpture inside. Depending upon the necessity, a sculpture is 


placed in a késta. Kostas are carved in the wall surface slightly above the prati 
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moulding of the adhisthdna. In the later examples, the kdstas extend up to the 


mahapatti of the adhisthana cutting through the prati and ardhvagala. 


Kostas are generally placed leaving some space above the ground level. 
This was the procedure followed in the early period. By about 12" century A.D., 
the kdstas get extended at the bottom beyond the ground level inside. Rare 
examples of sOmasitra fixed into the kdsta (pl-53) indicate that the bottom line 
of the kdsfa outside has descended lower than the ground level inside. In a rare 
instance, kdsta cuts through even the kumuda moulding and ends at the top of the 


jagati of the plinth. 


Kostas, which are non-functional, are also found on the walls of the 
temples. These kdstas possess shallow niches in them. These niches neither can 


hold an image inside nor they contain relief of an image on their wall surface. 
JALAVATAYANAS/ PERFORATED WINDOWS (pl-52): 


Jalavatayanas are the traceries, made of wood or stone. They are 
available in the region of our study. Jalavatayanas are meant to provide light and 
air to the interiors of the temple. Jalavatayanas may be in the form of a slab 
fixed in the place of a window or in the form of a door shutter or in the form of 
the traceried slab fixed on the sides of doorjambs. Texts also give the same 
reason for the provision of jalavatdyanas in the context of temple architecture. 
Jalavatayanas are found on the walls of the antaradla, ardhamantapa, 
giidhamantapa, pradaksinapatha and. occasionally of the garbhagrha oe 
However, the Texts mention that the jalavdtayanas can be provided for the 
garbhagrha in the griva above. jdlavatayanas provide dim light to the interior of 


the temple keeping the interior gloomy and mysterious. 


Jalavatayanas are normally carved in stone slabs, the thickness of which 
varies depending upon the nature of the perforations made (pl-54). Texts mention 


that the ja@lavatdyanas may be made of wood also. Because of the impermanency 
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of the wood, stone medium is preferred in temple art. However, it is often 


noticed that wood is also used for this purpose in the door shutters of the temples. 


Now, coming to the mode of making the jalavatayanas, the Texts 
prescribe certain modes and subjects for the jalavatayanas. The table given at the 
end of the chapter gives a picture of the different types and their textual 


references. 


The jalavatayanas begin to appear in south India as early as the Aihole 
temples. The Ladkhan and Durga temples have jdlavatayanas of different 
designs and shapes of high quality workmanship. The art of carving 
jalavatayanas attained maturity as early as the middle of 8" century A.D., as 
seen in the varieties of ja@lavatayanas on the Virupaksha and Mallikarjuna 
temples at Pattadakal. The Nolambas mastered this craft and carved the 
jalavatayanas in such a way that they excelled all their predecessors in quality, 
elegance and beauty. Rajendra Chola, who conquered Nolambavadi, got attracted 
by the beauty of the Nolamba jdlavatayanas, destroyed many Nolamba temples 
and took away, as war trophies many Nolamba pillars and jalavatayanas to his 
native land. One of the jalavatayanas carved out of greenish blue basalt was 
originally fixed into the giidhamantapa of the Brihadishwara temple, Tanjavur. 
Now it is removed and preserved in the Tanjavur temple museum. The Kalyana 
Chalukyas excelled all others in the craft of carving the jalavatayanas. The 
famous Tripurantaka temple at Balligave is, no doubt, the masterpiece of the 


jalavatayanas found in Karnataka. 


But in the Tamil kingdom, the craft of carving jalavatayanas did not 
achieve the quality and excellence as noticed in Karnataka. Jalavatayanas are 
structurally necessary for all buildings to provide light and air into the interior 
and hence the Pallava and Chola temples do have jalakas provided in them. But 


they are purely functional in their character. For reasons not known, the Tamil 


129 


artists never took the pain to make the jdlakas attractive in their form. Therefore 


the jalavatayanas of the Tamil tradition are very simple in design and execution. 


The region of our study being a buffer state, should have had the influence 
of both the Karnataka and Tamil traditions. But, unfortunately, all the Jalakas 


found in the region are very simple, plain, and functional. 


It is a known fact that the Nolambas ruled this region for over a century. 
Only two temples built under the Nolamba patronage are extant to us. As 
mentioned earlier, the Mallikarjuna temple is built of stone. But no jalaka was 
required in the construction of this temple, because it has only a garbhagrha, 
ardhamantapa and giidhamantapa with two doorways. These doorways were 
enough to provide sufficient ventilation to the ardhamantapa and giidhamantapa. 
The Kamakshiamman temple, as already stated, has a bigger hall and it also has a 
jalaka opening. But the existing wall of the temple is not the original. Therefore 


it is possible that the original jalaka done by the Nolamba artists is displaced. 


After the Nolamba rule, the area of our study came under the political 
sway of the imperial Cholas. The temples constructed under the early Chola 
patronage are small in their dimension. On plan, they possess a garbhagrha and 
an oblong ardhamantapalgiidhamantapa and all the temples are nirandhara 
temples. Therefore the main doorway was enough to ventilate the interior of the 


temple. 


The temples built.by the late Cholas, by 12" century onwards, are 
considerably bigger in dimensions. Hence, they required jalakas for ventilating 
the interior. Therefore, simple and most utilitarian jalakas are fixed in to the 
kostas of these temples. These jdlakas have the simple gavaksa decoration (pl- 
55). All the gavadksas found in the region are identical in their design and only 
differ in their size and shape. They are all carved on a single slab having a 
paneled surface. Each of the panel contains a “diamond shaped” square 


perforations. Such a design is called, g6 + aksa = gavaksa, meaning a cows eye. 
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Same type of gavaksa continued to be in use even during the Vijayanagara 
period. While fixing the gavdksa into the wall, architects provide a suitable 
opening inside a kdsta or in the wall surface without the késta. Corresponding to 
the opening made in the kdsta or on the plain wall the jalaka was prepared and 
fixed firmly. In rare occasions jalakas covering only a part of the kdsta is also 
noticed. In a solitary instance at the ruined temple of Cholishwara a jdlaka of 


puspabandha type is found (pl-54). 
KUMBHAPANJARA ( pls 56-61) 


Kumbhapaiijara is a decorative motif carved on the outer wall surface of 
the temple. It is generally carved in high relief. Manasara_ explains 
kumbhapaifijara as follows “A Niche in the wall. It consists of a vase, a pilaster 


and a little pavilion at the top” 


. Kumbhapaiijara is a decorative motif devised 
by the Tamil architects. It connotes profound symbology and Hindu belief of the 
origin of the universe. Kumbhapaijara is a motif not noticed in the early 
Chalukyan temples. Not even the Pallava temples possess this motif. From the 
time of the Cholas and onwards kumbhapafijara motif appears on the walls of the 


temples profusely as a very prominent decorative motif. 


Kumbhapaijara has been derived to effectively depict the ancient Hindu 
concept of the pirnakalasa. This motif consists of a big globular pot placed on a 
pedestal. From the mouth of the pot creeper scrolls emerge and fall out on its 
sides. This is a concept, which denotes symbolically the universe (brahmanda). 
The pot here represents the universe. It is filled with water to denote the 
statement of Bhagavata Purana — “dpdmayam idam Jagat’. From the water life 
emerges in the form of the creepers, which is shown as coming out from the pot. 
This concept was taken by the artists and further developed with the introduction 
of the concept of architecture that developed on this earth. This suggestion is 


made by representing a pillar, coming from the pot, and on the top of the pillar a 
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canopied pavilion is carved. This concept has been depicted in various ways and 


in a glorious manner. 


This concept has been effectively conveyed in the famous prayer in praise 


of Sambhu (Shiva) composed by Bana Bhatta in “Harsa Carita”. 
“Namastunga sirascumbi candra camara carave| 
Trailokya nagararambha milasthambhaya Sambhave\|” 


The essence of this verse is that ‘Shiva is the supporter of all the three 
worlds in this Universe’ and this fact is very effectively conveyed through the 
kumbhapaiijara motif. The pot represents the universe and the pavilion above 
represents the three Worlds. The pillar represents Shiva, the supporter of the 
three Worlds. There is also a living tradition amongst the traditional architects of 
India who chant this verse while commencing their work. Some versions of this 
stanza are found in the inscriptions of Karnataka of the medieval period**. 
Ultimately all these verses connote one meaning that the sacred building of the 


god is finally the creation of God himself. 


Kasyapasilpa gives the method of carving the kumbhapajijara motif. It 
says a vedi should be carved first and above the vedi sits the kumbha. From the 
mouth of the kumbha emerge rich foliage (valli) and a pillar (stambha). The 
stambha should consist of a phalaka and padma (Palagai abacus). If the capital is 
absent above the pillar, such a motif is called by the name “stambha 
kumbhalatha”. The description given in the Kasyapasilpa applies to only a few 
kumbhapafijaras in the region. But there are more elaborately carved 


kumbhapaiijaras for which there is no mention in the Texts. 


The kumbhapaijara motif above the pillar or above the abacus contains a 
pavilion motif of the Sala, kita and pafijara types. Such kumbhapaiijaras with 


pavilion motif only, approximately qualify for the description given in the 
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invocatory stanza mentioned above because they contain a miniature form of a 


full architectural unit. 


The different components of the kwmbhapaiijaras are dealt with in a 


detailed manner now. They are: 
i) The Kumbha 
ii) The shaft 
iii) | The crowning member. 


KUMBHA: Kumbha is the pot base, which is generally placed on a pedestal, 
which may be circular or square and may be ornate or non-ornate. The kumbha is 
generally globular (pl-58) and some times it is cuboid (pl-59) with its two 
comers ridged and sides rounded. The body of the pot is often decorated with a 
fillet, ratnapattika, puspapattika, vajrapattika, (p|-56) etc. The tassels of the patti 
are also sometimes carved on the two sides of the kumbha (pl-56). Sometimes, it 
may have deep grooves and prominent ribbings (pl-58). The neck of the pot is 
prominently depicted. From the mouth of the pot, emerges rich floral motif that 
spreads on the body of the pot or projects on the two sides, like a hastihasta 
terminating like a volute (pl-60). Sometimes, makaramukhas are also carved near 
the mouth of the kumbha and from the mouth of makaramukha long floriated 
designs emerge (pl-58). Depending upon the skill and imagination of the artist 
the decorations of the pot are made. However, in the Vijayanagara examples, the 
pedestal and rim of the kumbha are carved resembling a védibhadra upapitha (pl- 
56), in which deep gala with galapddas, uttara and kapdta with ndsis are 


delicately carved. 


SHAFT: From the mouth of the pot rises a vertical pillar. The shaft of this pillar 
may be square (brahmakantha) (pl-57), octagonal (visnukantha) (pl-59) or 
cylindrical (rudrakanta) (p|-58). 
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The Srahmakantha shafts are of two types. The first type is very simple 
with a square shaft from bottom to top. Its two corners are vertically indented. 
The flat band, on the face of the shaft, over a pedestal like motif is relieved with 
patra, vallimandala etc. The second type possesses a shaft similar to the regular 
brahmakantha pillar. It has a square shaft superimposed by vase, kumbha, mandi 
and phalaka motifs. It is horizontally grooved and ribbed. 


The visnukantha types of shaft are carved with a square base and 
octagonal shaft having vase, kumbha and mandi, which are also octagonal. 


Horizontal grooves and ridges are also carved according to the taste. 


The rudrakanta type possesses a shaft, which is cylindrical throughout. It 


is superimposed by vase, kumbha and mandi, all in circular form. 


The shaft of the pilaster contains no pedestal or base. But other 
components like vase, kumbha, mandi and phalaka are distinctly carved. The 
shaft may also have the decoration of horizontal bands, beaded string festoons 
and other similar decorations. Above the abacus, an architectural motif in the 
form of a miniature pavilion with a turret above is carved. A full-fledged pavilion 
is discernible. Sometimes, they are symbolic. In a solitary instance, a shaft 


decorated with two kumbhas carved one above the other is also seen”. 


CROWNING MEMBER: The crowing members above the pilaster of the 
kumbhapaiijaras are of four types. They are of the pillar capital type (p!-57), sala 
type (pl-60), kita type (pl-58) and pafijara type (pl-56). 

PILLAR CAPITAL TYPE: Very few instancés of kumbhapaiijara of this type 
are found’’. Above the shaft of the pillar, a cushion capital and palagai abacus 
are carved. Above this rests the corbel touching the architrave of the wall. This 
type of kumbhapafijara usually contains a brahmakantha shaft with all the 


details of a regular pilaster and it is shown as emerging from the kumbha below. 
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SALA TYPE: Majority of the crowning members are of sala type. Above the 
oblong-ridged roof of the sala a row of miniature stupis are placed. The front 
portion of the sla is also sometimes decorated with the mahdndasi motif with 
nasi and kirtimukha distinctly carved. Salas are topped by a shrine motif®’. The 


finial of the coping will be in the form of a Sala topped by stupi. 


KUTA TYPE: The kita type of crowning member is found in quite good 
numbers. Over the palagai is carved a miniature pavilion having regular 
architectural features. But the kapdta is carved prominently with ndsis. The 
kapota is superimposed by griva and kita sikhara and stipi. Some of the 
pavilions carved here are hollow and some are solid. In the hollow pavilions, 


they may have a sculpture of a divinity carved in it®. 


PANJARA TYPE: The crowning members of the pafijara type are normally 
found on the brahmakantha shafts. Above the shaft, prominent kapdta with nasi, 
griva and pajijara Ssikhara are carved. Only the facade of the pajijara is relieved. 


The gadha of the pafijara may contain a shrine motif?’. 
BHITTI SILPA | WALL SCULPTURES 


Carving sculptures on the outer wall of a temple is an age-old practice of 
temple architecture in south India as seen in the temples of the Pallavas and 
Badami Chalukyas. The tradition of carving sculptures on the bhitti is for the 
sake of decoration, for entertainment and for education. The Hoysalas took this 
art form to the height of its excellence and made the wall sculptures of their 
temples a museum of Hindu mythology and society. This grand tradition of 
carving sculptures on the wall surface gradually deteriorated. Yet the remnants of 
such a rich tradition are reflected in the temples of the Vijayanagara times. The 
relief sculptures on the walls of the prakara and the main shrine of the Hajara 
Ramaswamy temple at Hampi is a good example to the practice of decorating the 
Bhitti with sculptures. Such a tradition is reflected on a lesser scale in the region 


of our study. 
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Some of the temples in the area of our study have relieves of sculptures of 
mythological and sociological interest. For the sake of decoration as well as for 
educating the visitors, these sculptures were generally carved on the lowest part 
of the bhitti of the temple. They are carved in between the pilasters. Their 
average height is about two feet. No separate panels or kdstas are provided for 
them. Individual themes are carved in the space between the pilasters. Majority 
of them are carved in bas-relief. Some of them depict Hindu deities in their 
different forms like sthanaka (standing), Gsina (sitting) or samhara (annihilating) 
postures. Important incidents of the Hindu mythology are depicted as brief 
narrative panels. It is interesting to note that some of the relief sculptures look 
like the replicas of the bronzes of the same theme known to the present day. 
These sculptures are carved on the walls of the different parts of the main shrine. 
The devotees who circumambulate the temple get a glance at the important 


incidents of Hindu mythology and also different aspects of Hindu divinity. 


The Vijayanagara period witnessed deterioration in the craft of sculpture 
carving in the temples. Importance was given for building structures of huge 
dimensions, on a large scale. Therefore, emphasis was on architectural members 
and their decoration and the sculptures received less importance. The Dhitti of the 
Vijayanagara temples are therefore filled with purely architectural decorations. 
Sculptural art, which was actually a skill mastered by a different class of artists, 
perhaps suffered a set-back during this period. Therefore, the Vijayanagara 
period is known for dearth of sculptural art compared to the architectural art. To 
overcome this deficiency some temples are provided with relief sculptures on the 
outer wall surface to the extent possible during that period (pls-62-63). These 
sculptures are not aesthetically very elegant and attractive. Some are crude, some 
are symbolic, some are disproportionate and some lack maturity in their 


execution. 
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GHANADWARA (pl-64): 


Ghanadwara is an ornamental doorway. It is used as a decorative motif on 
the outer walls of the shrine of the temple and also at other suitable places. It is 
found on the hAastihasta of the temples of coastal Karnataka*’. Tantrasamucchaya 
gives a detailed account of ghanadwaras, whereas other Texts like Mayamata 
and Manasara are silent about this. Tantrasamucchaya states that ghanadwdaras 
should resemble in all respects the details of a regular doorway. It should be 
provided on the other three directions of the main doorway of the main shrine. 
The reason for providing the ghanadwara is not mentioned anywhere. But 
Tantrasamucchaya prescribes that the ghanadwara should be provided on the 
three other sides, at least through line drawings. This statement suggests the 
importance of providing ghanadwara to the shrine. The intention being that a 
shrine should be provided with a doorway on all four sides (sarvidbhadra). If it 
is not possible due to structural, security and other reasons, at least a 
ghanadwara should be provided on these sides. The Text also mentions that the 
height of the ghanadwara should be either one and a half or twice its width. 


Ghanadwaras are found carved inside the niches of the temple. 


Carving of the ghanadwara is a practice commonly noticed in the temples 
of the west coast, particularly in Kerala and coastal Karnataka. It is not to be seen 


in the temples of Tamilnadu and Karnataka. 


The design of the ghanadwara, as said earlier, resembles in every respect 
the details of the main doorway of the main shrine. Therefore a ghanadwara 
motif possesses the jambs, the lintel, threshold and the paneled door leaves with 
miniature carvings of latches and other decorative designs. The ghanadwara is 


carved in the framework of a wall niche. 


Now, coming to the area of our study, bhittis of various types are noticed. 
Straight walls, indented walls and circular walls are noticed. The average height 


of the bhitti outside is about 10 feet. Walls devoid of any architectural or 
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sculptural decoration, walls only with the decoration of the bhittipGdas, walls 
decorated with bhittipddas and kdstas, walls decorated with bhittipddas, kdstas 
and kumbhapaiijaras and walls decorated with bhittipddas, kdstas and sculptural 
relief decoration are noticed. Walls built of brick and plastered with mortar and 
walls built of stone are discernible. However the brick temples are very less in 


number. 


Now coming to the different components of the decoration on the wall, 
first comes the decoration of bhittipada. Bhittipddas are carved quite profusely 
on the wall surface of almost all the temples. These bhittipddas are carved single 
and nowhere bhittipadas carved in pairs are noticed. Of the bhittipddas, the 
Brahmakantha type occurs very frequently. Right from the early times up to the 
modern period, the use of this type of bhittipada can be noticed. The shafts of 
these bhittipadas are square in their section. Except in two instances, these 
brahmakantha bhittipddas are devoid of carved pedestals. No carved base for a 
brahmakantha bhittipada is noticed anywhere in the region. The shaft begins - 
directly from the top of the kampa or the prati moulding. The shaft is generally 
plain. The upper part of the shaft contains the usual vase, kumbha, mandi and 
phalaka. Sometimes simple decorations like muktagrdsas, horizontal grooves 
and ridges are also made on the shaft. The early brahmakantha bhittipadas of the 
regoin are devoid of decorative carvings like muktagrasas, vallimandala, etc. But 
after the 11" century A.D. delicate decorative designs of muktagrasas, 
vallimandala, patras and padmas begin to appear on the surface of the shaft and © 
also on the vase and kumbha. Likewise, the mandi portion gets the scalloping of 


the lotus petals, with out curled thin pointed edges, during this period. 


The second major type of bhittipdada that occurs frequently on the walls of 
the temples in the region of our study is the visnukanta type. This type of 
bhittipada begins to appear in the temples of 12" century and onwards. This type 
of shaft possesses a carved cubical base. Above this, the shaft is made octagonal 
up to the bottom of the phalaka. Because the shaft is made octagonal, the upper 
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comers of the base are decorated with patra decoration. The octagonal shaft, like 
the brahmakantha type, contains vase, kumbha, mandi and phalaka. The 
visnukanta bhittipadas are generally attractive in their form because of the 
tasteful decorative carvings made on them. The base is relieved with 
vallimandala and other floral designs. Another way of decorating the base is 
carving of relief sculptures, mostly of mythological subject matter. Seated and 
standing reliefs of divine figures are found carved on them. This type of carving 
for the base is a feature noticed in the temples built in the Vijayanagara period. 
The decoration of the shaft includes muktagrdsas, vallimandala, patras, fillets, 
medallions and padmas carved on the upper part of the shaft, on the body of the 
vase and kumbha. The mandi is also treated well with sharp, out-curled lotus 
petals. In some of the examples of Vijayanagara period, the octagonal shaft gets 


the decoration of vertical bands of padmapatras and kalpavalli. 


The third type of bhittipada that is to be seen in the temples of the region 
of our study is the saumyakanta variety. Saumyakanta bhittipada contains 
multiple faces for the shaft and so also for the upper decorative members. This 
type of bhittipada occurs rarely in the temples of the region. As it is difficult to 
carve multiple faces they are found in less number. The shafts are multifaceted, 
horizontally indented, moulded and decorated also. Only tthree examples are 
found. The first one is from Ekamranatha temple, Tadavur datable to 11" century 
A.D. In this example the Mandi below the Phalaka is somewhat differently 
carved. This does not have the carving of crisply carved lotus petals. Instead, the 
edge is fully rounded like a rope moulding. The other examples is from the 
Karaburanatheshwara temple, Uttamacholapuram and Shukavaneshwara temple 


at Salem. 


The rudrakanta bhittipdda contains a square base and a cylindrical shaft. 

Vase, kumbha and mandi are also cylindrical in form. No specimen of this 
variety, as a full pilaster on the wall surface, is noticed in the region. The 
bhittipadas of the rudrakanta variety are to be seen only in the architectural 
139 


framework of the kdstas of the temples of the region. These bhittipddas are not in 
their full shape, but they contain all the important mouldings and decorations of a 
full fledged bhittipada of the saumyakdnta and visnukanta types like a cubical 
base, a cylindrical shaft, vase, kumbha, mandi and phalaka with appropriate 
decorative designs. But the entire shaft from the phalaka to the bottom is shown 
as though it is vertically spilt. For reasons unknown, this is the type of pilaster 
carving for all the kdstas of the Tamil tradition. In the pure Karnataka 
architectural idiom, as practiced by the Badami Chalukyas, the Kalyana 
Chalukyas and the Hoysalas, the use of spilt pilasters design for the kdstas is not 
at all seen. Therefore the design is definitely the innovation of Tamil artistic 
genius. This Tamil tradition continued during the Vijayanagara period 
throughout south India, though occasional use of the Karnataka idiom is also not 
unknown", 


A note regarding the corbels or pdtikas is necessary here as this part is not 
only an indispensable part of the architectural framework, but it is also helpful in 
fixing the chronology of the development of temple architectural forms. The 
potikas of the early period of the region, like those found in any other important 
centres of south India, were also designed and adopted in the architectural 
models of the region. The earliest pdtikas to be noticed in the region belong to qe 
century (rock-cut) and 9" century (structural) A.D. Both these specimens belong 
to the taranga potika type. These types of pdtikas were used for the regular 
pillars in-the interior and for the bhittipddas on the outer bhitti. Taranga potikas 
are a further development of vrtta pdtika. First a vrtta potika is carved and then it 
is designed to give the look of a taranga potika. Taranga potika, during the 
Chola period, turned into Gdhdra pdtika, i.e., beveled and tenon type of corbels. 
This was extensively used throughout the Tamil region and also in parts of 
Karnataka region and this continued till the modern times. The beveled adhara 
potika by the middle of the 12" century A.D. takes the shape of the puspapdtika. 
In this type the extending arms of the pdtika project with double flexure and the 


140 


terminals of the corbels bend downwards having the motif of a flower and bud. 
Further elaboration and exaggeration of the same motif can also be noticed in the 


late Chola and Vijayanagara architecture. 


The development of the corbels in this manner is considered as a 
determining factor for fixing the chronology of the temples. Hitherto it was 
believed that during the Vijayanagara period, the adhara pdtika of the Chola 
order took the shape of puspapdtika. But surprisingly the puspapdtikas begin to 
appear in the region of our study by the middle of 12" century i.e., two hundred 


years earlier to the foundation of the Vijayanagara Empire. 


It is also a general practice among the art historians to identify taranga 
potika as a feature of early temples i.e. earlier to 10" century A.D. But stray 
incidents of the use of tarariga potika in the temples of later period i.e. 12" 
century are noticed’. Interestingly, in this temple the early and late features are 
used simultaneously side by side. Both taranga pétika and puspapdtika are used 
for the bhittipadas in the same building. But the taranga potika form can be 
identified as that of a later date because the projecting arm of the corbel is not in 
vrtta form but it is shaped in the beveled form. Over this beveled form tarangas 
are neatly carved. From this it may be concluded that certain architectural motifs 
of the earlier date were used in the later period also, with modifications, because 


of the fancy of the artist for such a motif. 


It is a known fact that the pdtikas are used as a functional part of the 
building. On the outer face of the wall, pdtikas are found used as a separate entity 
over the pilaster and also they are carved decoratively on the same block of stone 
in which the architrave is carved. Therefore, sometimes these are non-functional 


and purely decorative in character, so also the architrave. 


Temples of the region, right from the beginning, possess kostas of various 
dimensions and depths. Some of them are purely ornamental in nature. To this 


category ‘dranas carved on the plain wall surface of the temple, along with the 
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Késtas are included. These téranas have architectural framework similar to those 
found for the kdstas. But the surface of the wall is not at all recessed. Therefore 
they resemble a shallow kdsta in every respect. Some of the kdstas possess relief 
sculptures and some others possess sculptures in the round installed in them. A 
feature observed in the temples of the region is that the practice of carving kdstas 
started from the times of the Cholas. The temples of the early Chola period of the 
region possess full-fledged deep dévakdstas on the three sides of the outer wall 
of the vimana and on the outer wall of the antardla/giidhamantapa. In these 
kostas were enshrined the images of the deities as ascribed in the prescriptions of 
the canons. These temples are all small in dimensions in comparison with those 
built in the heartland of the Cholas. Therefore, minimum number of kdstas as per 
the norms of the Texts only was carved and the deities were installed. But the 
installation of the deities notably decreased by the 13" century and completely 
dispensed with during the Vijayanagara period. Some of the kdstas also possess 


jalavatayanas in them. 


Intention of carving of the kdsta is both functional and ornamental. Even 
if it is devoid of a sculpture inside, the architectural framework itself adds to the 
beauty of the structure. It relieves the monotony of the wall surface. If an image 
is installed in it, then it also serves the purpose of a small shrine. So in both the 
ways it is utilitarian in nature. There is no rule that these kdstas are to be carved 
only on the outer surface of the wall of the main shrine. Kostas are found carved 
on the plinth, on the interior wall surface of the main shrine, on the inner wall of 
the prakara, on the Adra, on the talas and griva of the vimana, on the wall of the 
dwaramantapa and the talas of the gopura. Therefore there is no specific place, 
which is not occupied by the kdsta. Kosta, for all practical purposes is a niche 
with or without a facade of an architectural framework. It is architecturally and 


functionally useful in the temple complex. 


Kostas in the temples of the region are umpteen in numbers. They are 
invariably found on the outer surface of the wall of the shrine proper. These 
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késtas, as already stated, may possess an architectural framework consisting of 
two split pilasters supporting a lintel above. Above the lintel, depending upon the 
nature of the carving of the canopy, architectural members are provided. If the 
canopy is of the pavilion type, then, above the architrave, a kapdta is carved, 
which is superimposed by a vdjana, griva and sikhara. The sikhara may be of 
any one of the three types namely sala, kita and pafijara. Among these types, the 
Sala pavilion dominates. Only six késtas with kita type of canopys are noticed in 
the region and that too they are in the dwadramantapa of a temple. Kdstas having 
pafijara canopies are also noticed in the region. There are also certain other 
Kostas, which only have pilasters having an architrave and a vdjana without any 
decorations of any pavilions above. There are also some incomplete or 


unfinished copings for the kdstas in the region. 


Kostas having makaratoranas are treated in a different way. The split 
pilasters support an architrave and a vdjana. Above the vdjana, Makaras of 
different types described already are carved. Likewise, the ndsitoranas are also 


carved. 


Kumbhapaiijaras begin to appear in the area of our study from 11" 
century onwards. As has already been stated, it is a decorative motif devised by 
the Cholas. Therefore, the Chola temples of that period in the region invariably 
possess kumbhapafijaras on the outer wall surface of the shrines and that of 
dwaramantapa. In the latter part of the Vijayanagara days, they also appear as 
decorative motifs carved on a very small scale on the corbels” (pl-65), beams 
and on the prastara inside the temples. Earliest reference to kumbhapajijara in 


1" century A.D. It is quite simple in 


the region comes from the temple dated to | 
its execution, in the sense it has only a kumbha, danda, mandi and phalaka. No 
coping of an architectural motif is found. By about the late Chola period canopies 
of the kumbhapafijaras get more elaborate. Over the phalaka a kita pavilion is 
symbolically carved (pl-59). The corner pillars of the kita pavilion and its 
interior are relieved leaving a central core for the carving of a divine sculpture 
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inside. The pillars of these pavilions are very attractive and elegant. They are 
short and squattish but their execution is quite unique. They are not straight. 
Instead, they are double flexured and appear like an elegantly flexed flower stem. 
Over this, the canopy of a kapdta, griva and the coping of kita Sikara are carved. 
Side by side, the simple form of the same having only the mahdanasi of the fagade 


of the pafijara pavilion carved above the kapdta and griva is also found. 


Two kumbhapaiijaras of exquisite workmanship reported from the region 
of our study are described here. These specimens stand out separately because of 
their exuberant decorations. The most florid example of the kumbhapaiijara of 
this region is noticed in the mahddwara of Kalipatti temple (pl-61), Salem dist. 
In this example, the kumbha motif is relieved up to half of its full form. It has a 
padmapitha and the kumbha resembles a cushion capital having horizontally and 
deeply relieved ribs. The shaft is octagonal resembling the jalakumbhi type of 
pillar**. The cushion capital is also delicately carved. Above this is the phalaka in 


the form of a kapdta decorated with ndsis. The coping above is of the kita type. 


Another noteworthy kumbhapaiijara is noticed on the bdhitti of the 
mahddwara of the Kailasanatha temple at Tiruchengodu (pl-58). The kumbha is 
very neatly designed like a bulbous pot, having vertical and deeply relieved ribs. 
The ribs are beaded alternatively. The horizontal central band is decorated like a 
ratnapattika. From the mouth of the makaras the kalpavalli springs out. The 
shaft of the pillar above is of rudrakdnta variety and has floral motifs and 
festoons of beaded strings. The cushion capital is also delicately ‘carved. The 
pavilion above the abacus is carved like a kapdta with two nasis. The nasis of the 
kapéta are relieved very distinctly. The coping above is of miniature shrine 
topped by a stipi. It is noteworthy here that ornate and simple kumbhapaiijaras 
are found contemporarily in the region of our study. No development in the 


formation or design of the kumbhapaiijaras can be noticed. 
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By 14" century A.D., exquisitely carved kumbhapajijaras comes into 
picture in the region. These ornate kumbhapajijaras are found generally on the 
wall of the gateways and mantapas built during Vijayanagara period. The 
kumbha of this motif gets prominent ribbings and deep grooves on its body. The 
body may be circular or cuboid but the central part of the kuwmbha gets a 
horizontal band deccratsd variedly like ratnapatti, puspapatti etc. The floral 
scrolls that come out of the mouth of the pot are shown as though they are 
coming out of makara heads provided at the rim of the pot. The pillar shaft and 
its decorations like the vase, kKumbha, mandi, phalaka and the mantapa motif 
above are all very neatly and elaborately carved exhibiting superb quality 


workmanship. 


Now coming to the ghanadwaras of the region, in a solitary instance, the 
design of ghanadwara is noticed on the three open sides of the shrine. It is said 
in the Text that the height of the ghanadwara should be twice in width, but in 
this example, the exaggerated form of a ghanadwara is carved. The height of the 
ghanadwara is many times more than its width. It is also interesting to note that 
the bottom of the ghanadwara cuts through the upper mouldings of the plinth 
and ends at the top of the jagati. The decorations of the ghanadwara contain all 
the details of a regular doorway. The carvings are elaborate and intricate and 
very clear and crisp in their execution. This is the only instance of a ghanadwara 
carved in the region of our study. This temple is datable prior to 12" century 
A.D., during which period Hoysala rule was prevalent in this region. This was a 
part of the Kongu region, hence the influence of architecture of Kerala appears to 


have penetrated into this region and made its impact noticed through this motif. 


Based on the observations made above it may be said that the decorations 
of the bhitti, which was simple in the beginning, becomes more and more 
elaborate and exquisite. The bhitti of the early temples appears less ornate and 
simple because of the sparsely placed pilasters and kdstas. This trend continued 
up to the late Chola period. By the 12" and 13" centuries, a trend towards the 
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decoration of the wall surface, more elaborately through architectural motifs is 
seen. Pilasters appear in good numbers and also get closer in their arrangement. 
Kostas also are carved prominently, and in more numbers. During the 
Vijayanagara period the same trend continued and the temples were also 
constructed huge. The walls were made elaborate in their dimensions. Besides 
the bhittipadas and kdstas the tradition of carving relief sculptures as in the 
preceding period also continued with the same pace and quality. This period also 
witnessed a renovation of several existing temples of the early period. Many 
architectural adjuncts in the form of ornate manfapas, corridors, prakdaras, 
gateways and gateway towers were added. Of these additions, the vertical bases 
of the gateway towers have neatly decorated bhittis. These bhittis possess 
bhittipddas, kdstas, and kumbhapaiijaras carved on them. These are all of superb 
workmanship reflecting the high quality of architectural art that prevailed during 
Vijayanagara period. Attractive dwaramantapas of this period are reported from 
the region of our study and the exquisite workmanship of the architectural motifs 
can be compared with any of the best specimens of their type in the heartland of 
Vijayanagara Empire. The high architectural excellence achieved during the 
Vijayanagara period witnessed a sudden decline during the later half of the 
second century. This decline was not only in quality and quantity, but also in the 
art of construction of buildings. Very ordinary and non-ornate temples of poor 


workmanship were constructed during the 17" century A.D. 


TABLE OF JALAVATAYANAS 


Type of Text/ Chapter/ verse 
No Jalavatayana 
hand Swastika Mayamata / 16/ 63 
Manasara/ 17 / 30-36 


2: Nandyavarta Mayamata/ 16/ 58b-59a Resembles an 

Manasara/ 17/ 27-30 Akshayaswatika 
Kamikagama/ 
Kasyapasilpa 

Isanasivagurudevapaddati 
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lee Type of Text/ Chapter/ verse Description 
Jalavatayana 


Rjujalaka Mayamata/ Resembles a rope 
Kamikagama/ 
Kasyapasilpa 


Isanasivagurudevapaddati 


Caturasra | Square 


5 Kunjaraksha/ Mayamata/ Resembles an elephant 
Kamikagama/ 


Gajaksha Manasara/ 
: Kasyapasilpa 


Mayamata/ 
Manasara/ 


Resembles a cows eye 


Kamikagama/ 
Gavaksha 
Isanasivagurudevapaddati 


SI 
No 
3. 
| Kasyapasilpa 
re Gulika Mayamata/ Has dancing ganas. 
Kamikagama/ 
Isanasivagurudevapaddati 
rae 


Isanasivagurudevapaddati 
Nagabanda Resembles entwined 
serpents 
Patrajalaka Kamikagama/ Possess Kalpavalli 
Isanasivagurudevapaddati 


|__Vardhamana | s«Mayamata— (ws | 
Manasara 
| Valli S| CMamasara | 


Puspakhanda 


REFERENCES 


Mayamata/ 
Kamikagama/ 
Kasyapasilpa 


A Sanskrit English Dictionary —Monier Williams 
Mayamata Ch-15 
Mayamata, Ch-15, verse-7 
Mayamata, Ch-15 
Chandikeshwara shrine at Shiva temples. 
Chandrachudeshwara temple at Hosur, Krishnagiri dist. and Arunachaleshwara temple at Pillur, 
Paramtti taluk, Namakkal dist. 
7 Vaishnava temple at Peddur, Harur taluk, Dharmapuri dist. and Devi shrine at 
Kayanirmaleshwara temple at Attur, Salem dist. 
8 Main shrine of the Kayanirmaleshwara temple at Attur, Salem dist. 
A Sanskrit English Dictionary -pg 456- Monier Williams Oxford Clarendon Press- 1899 
10 Ishwara temple at Devarkundani, Vepanapalli taluk, Krishnagiri dist. 
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Narasimha temple at Nangavalli 

Achaladeepeshwara temple at Mohanur, Paramatti taluk, Namakkal dist 

Kamanatheshwara temple at Aragalur, Attur taluk, Salem dist 

Bheemeshwara temple at Manapalli, Namakkal dist. 

Bramhapurishwara temple at Kokkarayanpet, Tiruchengodu taluk, Namakkal dist and 
Banishwara temple at Paruttipalli, Tiruchngodu taluk, Salem dist 

Banishwara temple at Paruttipalli, Tiruchngodu taluk, Salem dist 

Bramhapurishwara temple at Kokkarayanpet, Tiruchengodu taluk, Namakkal dist 

Varadaraja temple at Pavitram. 

Ordhvajaniga of the Mahadwara of Kailasanatha temple at Taramangalam, Omalur taluk, Salem 
dist. ; 

Vishnu temple at Thyaganur, Attur taluk, Salem dist. And Karivaradaraja temple at Aragalur, 
Attur taluk, Salem dist. 

Devi shrine at Kayanirmaleshwara temple at Attur, Salem dist 

Cholishwara temple at Mallasamudram, Namakkal dist 

Devi shrine of Kayanirmaleshwara temple at Attur, Salem dist has two Makaras facing opposite 
directions carved below the Kirtimukha 

Adikeshava perumal temple at Paruttipalli, Tiruchngodu taluk, Salem dist and Devi shrine at 
Cholishwara temple at Aragalur, Attur taluk, Salem dist. 

Kailsanatha temple at Rasipuram, Salem dist. 

Someshwara temple at Shankari durg, Salem dist and Achaladeepeshwara temple at Mohanur, 
Namakkal. 

Ekamranatha temple at Tadavur, Attur taluk, Salem dist. 

Rama temple at Ayodhyapattinam, Salem dist. and Shiva temple at Puthur, Namakkal dist 
Devi shrine at Kayanirmaleshwara temple at Attur, Salem dist and Adikeshava perumal temple 
at Paruttipalli, Tiruchngodu taluk, Salem dist 

Mayamata Ch 23- . 

In a rare instance at Ekamranatha Temple, Tadavur, this niche enshrines an impressive sculpture 


of Umasantvanamurthy or Gangavisarjanamurthy. 
Ranganathaswami temple at Rangasthala, Kolar dist. 
Ma§nasfra 
“* namastamrajatajalabalacandrardhadhariné| 
bramhanda mandaparambha pirnkumbhaya sambhave” 
EC VII-Sk 137 
“namastamrajatajalabalacandrardhadhariné 
safikalpa samphala bramhasthambhaya Sambhave||” 
EC VII-Sk 119 
Mahadwara of Chandrachudeshwara at Hosur, Krishnagiri dist. 
Devi shrine at Kamanatheshwara temple at Aragalur, Attur taluk, Salem dist. and 
Ekamranatheshwara temple at Tadavur, Attur taluk, Salem dist 
Kailasanatha temple at Taramangalam, Omalur taluk, Salem dist. and Kailasanatha temple at 
Tiruchengodu. 
Someshwara temple at Sankari durg, Salem dist.. 
Varadaraja temple at Sendamangalam, Attur taluk, Salem dist and Vishnu temple at Thyaganur, 
Attur taluk, Salem dist. 
Tuluva History and Culture- Dr Gururaja Bhat- Plate no. 
In the maha@dwara of the main entrance of Virupaksha temple at Hampi has both these types 
used alternatively. 
Someshwara temple at Shankari durg, Salem dist. 
Kailasanatha temple at Taramangalam, Omalur taluk, Salem dist 
Silparatnakdga verses 209-210 
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Fig 35. Prastara (earlier variety)- Someshwara temple- Shankaridurg. 
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Fig 36. Prastara (later varity) Achaladeepeshwara temple- Mohanuy, 
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CHAPTER - VI 
PRASTARA — ENTABLATURE 


PRASTARA (fig 34) 


Prastara (Sanskrit) means entablature. It is found above the architrave 
of the temple, inside or outside. Prastara is one of the six important 
architectural parts of the body of the temple. It is the third member of the 
temple building from the bottom. Prastara is considered very important in the 
architectural composition of the temple. Prastara, in dravidian context, means 
a meeting place. This is the meeting place of the two divisions of the temple 
namely the prasaGda varga and the pada varga. Pada varga represents the 
earth and the prasdda varga represents the Heaven. In the entablature both 
pGda varga and prasada varga unite. Therefore this part is given the name 
prastara. According to Hindu metaphysics the mother Earth (bhimi tatva) is 
feminine (prakrti) in character. It is embraced by dkasa tatva, which is 
masculine (purusa). The prastara represents the union of these two concepts. 
In the temple building the adhisthana and bhitti correspond to the Bhi varga 
while the prdsa@da represents the Gkasa varga i.e. the heavenly abode. 
Therefore, in the prasdda of the temple only denizens of the sky are 
represented, while on the adhisthana and bhitti both earthly and heavenly 
beings are represented. The meeting place of these two concepts is always 


represented by the bhitas, ganas, gandharvas, yaksas, vastu purusa, etc. 


Prastara is not only functional but also decorative in character. 
Functional in the sense it adds to the elevation of both the interior as well as 
the exterior. In the interior of the temple, the prastara sits above architrave of 
the colonnade. It helps to increase the height of the ceiling of the temple in the 
interior without increasing the height of the colonnades or pillars. Therefore, 
the interior prastara forms that part of the temple between the architrave and 
the ceiling'. The larger halls of the temples require an elevated ceiling, to 
increase the height of the interior. It is essential to increase the height of the 


pillars correspondingly. Instead prastara is built above the colonnade to 


heighten the ceiling. Above the colonnade rests the architrave. Instead of 
keeping the roof slabs directly above the architrave a small wall-like structure 
is built above the architrave and this is called prastara / entablature. Above 
the entablature, the roof slabs are placed. Both the sides of the prastara are 


decorated with suitable architectural, sculptural and decorative motifs. 


On the exterior prastara is purely decorative in nature. Above the 
corbels of the pilasters, the architrave is placed. The decorative parts of the 
prastara are uttara (architrave), valabhi (cornice), kapdta (drip stone), vajana 
(string course) and prati. These are the major mouldings of the prastara. 
Besides these minor mouldings like fillets, doucines, grooves, indentations, 


bands, etc., can be seen. 


Prastara, according to Mayamata, should be decorated with sculptures 
of yaksas, vidyadharas, bhiitamala, ganas, hamsas, floral decorations, etc. 
According to Manasara the semi divine and demi-divine and other celestial 
beings are to be carved in Sayana (lying) or Gsina (seated) postures. 
Accordingly the ganas appear in squatting, sitting and lying postures. 
Manasara mentions six types of prastara based on the arrangement of its 
different parts and their measurements. But it does not give any names for the 


different types. 
The details of the different parts of the prastara are explained here under: 
UTTARA 


Uttara is the beam/ architrave placed above the pdtika of the 
bhittipada. According to Manasara it should be slightly projecting forward 
from the vertical norm of the wall below’. The Manasara also states that 
uttara should be decorated with reliefs of squatting and jumping lions. It is 


also classified into three categories namely: 
i. khand6ttara. (Panelled) 
li. patr6ttara, (floriated) (Fig-35) 


iii. | rupOttara (sculptured) 
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Manasara gives some synonyms of the term “Uttara”. Use of those 


terms may lead to confusion, hence only the term uttara is used here. 


Uttara corresponds to the beam above the pdtika in the architectural 
framework of the temple. Hence it should be of one stone sitting like a beam. 
But in practice, while carving the uttara on the exterior wall surface it is 
carved to look like a beam but actually it may not be so. In the gap between 
two bhittipadas, the uttara may be carved in several pieces. Sometimes it may 
also be the part of the slab in which the wall portion below is also carved. 
Likewise, sometimes it may be even of the same block of stone in which the 
corbels are carved. But it is always shown differently from the other 


architectural members noted above. 


The function of the architrave is to span the gap between the two 
pillars so that the load from the top is borne by the architrave and is 
distributed over the two pillars. Further the architrave should be carved out of 
one block of stone covering the span between the two pillars. But in the case 
of the temples they are not constructed so. This shows that the outer wall was 
meant purely for the sake of decoration. Examples of temples having 
architraves made of several pieces of stone that do not cover the entire gap 
between the pillars are found in good number. These architraves rest upon the 
lower course of the stone of the wall proper. The very purpose of the 
architrave is defeated in these structures. They are made only as decorative 


parts of the temple wall. 
VALABHI 


Valabhi is a stringcourse above the uttara and below the kapdta. 
Manasara gives some synonyms of the valabhi*. The height of the valabhi 
should be equal to or more than the height of the architrave. Valabhi should 
be decorated with rows of bhitas (pls 66-67), ganas, kubjas, hamsas, floral, 


faunal and narrative themes (nataka)° (pl-68). 


KAPOTA 


Kapéta is the dripstone placed above the valabhi. It is a very 
prominent member of the elevation. Its synonyms are vaktrahasta, lupa, 
gopanaka and candra®, Kapota is called by this name because it resembles the 
shape of a pigeon’s head. It projects forward from the vertical norm of the 
parapet. With projection and the shape of a semi circle, it resembles a 


pigeon’s head. 


Kapéta is constructed projecting prominently forward from the vertical 
norm of all the other members of the elevation, to serve as a dripstone for the 
temple wall. Kapdta is generally cut out of long thick beams of stone. The 
section of the kapdta is similar to a quadrant. The upper portion is always 
rounded or sloped and its soffit or under-portion in most cases, is flat. 
Sometimes, the soffit is made hollow or concave or sometimes even decorated 


like the underpart of a wooden roof having beams, battens and purlins’ (pl-69) 


There are two varieties of kKapdta found in the dravidian architecture. 
The first type, which is also the first to appear chronologically and most 
commonly found, is the one, which is of quadrant shape. Hereafter in this 
study, these kapdtas are referred to as kapdta of the first type and kapdta of 
second type, for easy narration and identification. This type of kapdta is built 
on the building where there is a wall surface below. This type of kapdta is 
decorated with kudus, also called ndsis (pl-60). Na@sis are carved at regular 
intervals on the facade of the kapdta. Occasionally, patches of floral 
decorations and faunal figures, human and demonic faces, muktagrdasas, etc. 
are also found carved. The floral patch on the kapdta is referred to as 
candramandala®, as one of the names of Kapéta is candra. kapdta is 
occasionally decorated with a series of pointed knobs at its bottom edge (pl- 
69). 


The second variety of kapdta is broad, double flexured and differently 
decorated on its lower and upper parts. This type of kapdta is provided for 
open pavilions and rarely for regular buildings’ (pl-70). As the practice of 
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constructing open pavilions for the temples began from the medieval period 


onwards, the appearance of this type of kapdta also begins from that time. 


The kapota of this type is broad, sloped and double flexured to provide 
extra protection for the open pavilions from rain and shine. The section of this 
kapota looks like the elongated English letter ‘S’. The outer carving of the 
kap6ta is very gentle, smooth and sloped. Ornamentation of floral patches, 
faunal figures, gandharvamukhas, raksasamukhas, rshimukhas, etc., up- 
curled horn like decorations at the corners and ridges are often found. The 
lower part of the kapdta is generally carved very elaborately to appear like the 
lower part of the wooden framework of a tiled roof. The knobs, drops rivet 
head and lotus buds and such other decorations are discernible at the junctions 
of the battens and beams. A notable decorative feature of this type of kapdta, 
which appears during the medieval period, is the carving of the stone chain 
hanging from the bottom of the terminal slab of the kapdta. A long stone is 
taken one end of which is carved to suit the design of the body of the kapdta 
and the remaining part is reduced to form a stone chain with loops that can be 


rotated. 


During the Vijayanagara period the sikhara motifs carved above the 
toranas of the bhitti are extended over the surface of the kapdta above the 
wall. In such instances the kapdta, besides the decoration of nasi, also 
contains the decoration of Sala, kita and the pajfijara types of sikharas (pl- 
173). 


NASI/KUDU (Fig-36, pl-71) 


Prominent decoration of the kapéta of the first type and occasionally of 
the second type!” is the nasi/kudu motif. Though this motif is referred to by 
the name kudu, the canonical Texts refer to this motif only by the name nasi 
and never as kudu. Kudu (Tamil) or gudu (Kannada) are dravidian terms, 
which means a nest or a niche. Architecturally it corresponds to the term nasi 
(Sanskrit), which means the nose. The nasi is a motif used for decorating 


various parts of the building of the temple complex. Depending upon the size 
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of the nasi, it is classified into two categories. They are alpanasi (small nasi) 
and mahanasi (big nasi). It is basically a horse—shoe shaped motif. Sometimes 
the horse-shoe motif is also rounded. This concept is derived from the 
Buddhist caitya window motif. The semi-circular or horseshoe shaped Caitya 


window is symbolically represented in later architecture in the nasi motif. 


The central semi-circular portion is referred to by the name 
gadha/kuksi,'' Gadha may be hollow, recessed or even flat. This portion may 
contain a decorative motif inside. The subject matter of the carvings in the 
gadha may range from religious to erotic sculptures and from architectural 
motifs to simple decorative designs. The Texts mention that the gadha may be 
decorated with any popular architectural motif, decorative design and 
episodes from religious or social themes. Many of the mahdndsis, right from 
the beginning, are carved with beautiful architectural motifs like pavilions of 
different kinds. 


The nasi is always crowned by a kirtimukha. During the course of time 
the morphology of the nasi has changed. To a certain extent, the analysis of 
the shape of the nasi decoration helps to fix the approximate century of its 
carving. Therefore it is necessary to know the morphological development of 


the nasi motif in this context (Fig 36). 


Nasi as an architectural motif, which begins to appear from the time of 
rock cut architecture as well as the structural architecture in South India. The 
earliest ndsis are noticed in the Badami Chalukyan as well as the Pallava 
monuments. Early forms of the n@si possess.a.horseshoe shaped gadha with a 
flat strip all-round. The apex of the nasi contains a long neck crowned by a 
shovel-shaped cresting'”. By about the end of 7" century the shovel-shaped 
cresting gets the shape of a kirtimukha (lion face) and from the mouth of the 
kirtimukha emerges creeper scrolls or foliage that spreads over the periphery 
or the outer circle of the nasi. The kirtimukha apex with elongated neck 
continues till the 11" century. From 12" century onwards the long neck of the 


nasi gets reduced and the kirtimukha sits directly above the nasi’. This trend 
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continues till 14™ century. After 14"" century the kirtimukha becomes almost a 
part of the gadha and decorative variants of the ndsis also come into being. 
These variants may or may not have a gddha in the centre. The ndasis of this 
period also become conventional in their form. Instead of having the horse- 
shoe motif, a somewhat similar relief having faunal or floral decoration is also 
carved. Instead, the central composition may represent a kirtimukha or a floral 
pattern or a seated lion pattern found in the Vijayanagara art. Sometimes, the 
shape of the nasi becomes squarish with rounded corners’*. Thus the nasi 
becomes symbolic in its nature and identified as ndsi by its position on any of 


the known architectural parts (pl-72). 


Nasi as a decorative motif is carved on the pillars, mouldings of the 
plinth, on the tdranas, on the doorframes, on the griva of the sikhara, on the 
Sikhara, on the parapet and on any other place found suitable by the artist for 
decoration. Therefore, the nasi is the most popularly, profusely used versatile 
architectural motif noticeable in dravidian temple complex. Depending upon 
the shape, size and also to a certain extent the location of the nasi, they are 
classified into different types. They are mahdnasi, alpandasi/ksudranasi, 
nétranasi'’, kapdtanasi, etc. However, irrespective of the size, shape and the 


location of the nasi, their treatment is always uniform in nature. 


MAHANASI: Mahanasi is the huge nasi that is found on the sides of the 
vaulted canopy of the gdpura. To this class are added the bigger nasis found 
on the different faces of the sikhara of the prasdda above the garbhagrha and 


on the facade of the swkanasa’®. 


ALPANASI/KSUDRANASI: Nasis carved for decoration on the miniature 
pavilions and other architectural parts are called by the name alpandasis. These 
are small in size but possess all the features of a regular nasi. Sometimes the 
number of alpanasis found on the sikhara above the garbhagrha also helps to 


determine the type of the vimana. 


KAPOTANASI: Nasis found on the kapdta are kapdtandsis. Texts prescribe 
that the carving of the kapdtandsi should begin from the bottom line of the 


155 


kapéta and its height should be such that it ends below the level of the vdjana 
on the top of the kapdta. However, the latter part of this rule was not followed 
strictly. The Texts also mention that the vertical alignment of the nasi should 
be parallel to the vertical norm of the bhittipada below. But this was also not 


always strictly adhered to by the builders. 


NETRANASI (pl-73): Nétranasis are those which are carved in pairs. They 
are generally found on the kapdota, on the hara, on the pedestals of pillars and 


such other places. 
VAJANA 


Vajana is a type of string course decorated/moulded with different 
types of faunal/decorative motifs. Vajana corresponds to the slab that is kept 
as a facia to the slabs that binds the two layers of wall together at the apex. 
Vajana is the term, which seems to have been derived from the word “Vaja” 
(Sanskrit) meaning strength/energy'’. Therefore, vajana is the slab that brings 
strength to the two layers of walls of the temple making them join at the apex. 
The synonyms of vajana are Gdhara, Gdhéya, mahdtaula, uttara, uddhrta and 
miirdhaka'®. This is also defined as “pracchadanasyamasyam” meaning ‘the 
face of the roof slab’. Of these terms “mirdhaka” and “pracchadana” are 
noteworthy, as they denote the function of the vajana. Mirdhaka is the slab 
kept above the void between the two layers of the wall and so also the 
pracchadana meaning the capstone which sits on the two layers of the wall. 


From all these, it becomes clear that vajana is a slab which is basically 


functional in character. Its exposed front is generally carved with reliefs of 


- yyalamdla (pl-69), simhamala, etc. It also supports the hadra above and serves 


as a solid base for the prasada above. 


Now it is necessary to analyse the nature of prastara in the temples of 
the region of our study. The earliest of the prastara noticed in this region is 
from Veerattaneshwara temple, Pillur. Though it is in a bad state of 
preservation, the salient features of the mode of the construction of prastara 


are found here. The uwttara is placed above the corbels of the pilasters 
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projecting slightly forward from the vertical norm of the wall below. The 
upper edge of the uttara is provided with a prominent kampa so as to look 
like a base for the sculptures of the valabhi. Valabhi is projecting from the 
vertical norm of the uttara. Valabhi is decorated with a bhiitamdla, wherein 
the bhiitas of various forms and postures are carved playing, frisking, 
jumping, running, dancing etc. An interesting feature of these bhitas is that, 
one of them has an elephant face (pl-66). These denizens of the sky are 
relieved so deep as to look like sculptures almost in the round. Hence they are 
not only good specimens of sculptural art but also appear prominent in the 
elevation. Similar valabhi is found in a temple of 12" century also in the 
region. The kapdta above this valabhi is of quadrant shape. It possesses nasis 
at regular intervals but these nasis are not well treated with decorative details. 
However it is compensated by a row of knobs carved above the nivu (the 
lower edge) of the kapdta. The nasis of the kapdta have kirtimukha with 


elongated neck. The vajana above has a row of simhas, vyalas, birds etc. 


The Ekamranatha temple at Tadavur datable prior to 1088 A.D., has a 
prastara treated in the same way as described above. But there is difference in 
the depiction of the decorative carvings. Valabhi, instead of a bhittamdla, has 
a row of kubjas seated in a line with their hands, disposed in various gestures. 
They are all decorated with varieties of ornaments like udarabandha, 
kundala, lalatapatti etc. They have almost identical faces with eyes exhibiting 
different expressions. The kapdta is of the first type, the soffit of which is 
slightly hollow and is punctated with ndsis at regular intervals. The gadha of 
nasi is relieved uniformly with a blossomed flower. The lirtimukhas carved 
above have elongated neck. Few of the kirtimukhas only are extant. The 
reason for this is that during this period the artists have attempted to 


economise on material and labour in the carving of the kapdta. 


Kirtimukha of this period, as is know, possesses an elongated neck. 
The artists require a thick slab for the kapdta to carve nasis with tall 
kirtimukhas. To reduce the labour and also to economise on the material, 
artists have used a separate piece of stone for carving the kirtimukha part of 
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the ndsis and have joined the two pieces firmly with the help of ridge and 
groove method on top of the kapdta slab in this temple. Therefore, some of 


the kirtimukhas of this kapdta are lost'® (pl-74) 


The prastara of the temples of the region during the 12" century 
become simpler in its execution, and the representations of carvings on it also 
are less. The valabhi is carved simpler with thinly scalloped lotus petals. 
Instead of the bhitamala, on the valabhi, scalloping of lotus petals appear. 
This trend became more and more prodigal in the succeeding centuries. The 
soffit of the kapdta is made hollower in nature. The gadha of the circular type 
as well as that of horse-shoe type are noticed. The neck of the kirtimukha is 
reduced and it sits directly over the nasi. The vajana with the usual decoration 


of vyalamala continues. 


Elaborate decorations of the prastara are discernible during 13" 
century (pl- 75-76). The uttara is decorated with delicately chiseled 
muktagrasas*. The terminal of the uttara is decorated with rosettes and 
sometimes with even small panels of relievo sculptures. The valabhi above is 
also treated in an ornate manner. Neatly relieved of rows of lotus petals are 
carved on the body of valabhi?'. The terminals are relieved with rosettes or 
relief sculptures. The lower part of the valabhi is converted to suit the 
carvings of the lotus petals. Another notable decoration of the valabhi of this 
period is the carving of the ndtaka’’. Various socio-religious episodes are 
carved in this part like narrative sculptures, sometimes continuous and 
sometimes inside frames. Dancers, musicians playing musical instruments, 


fighting swordsmen and many other socio-religious themes are depicted. 


The soffit of the kapdta of this period becomes hollow and the lower 
part of the kapdta is decorated with a series of pointed knobs. The upper 
kapota is decorated by padmadala and the muktagrasa reliefs. It is to be noted 
here that during 13" century this area was under the occupation of the 


Hoysalas. It is possible that due to the influence of the Hoysala sculptural art, 
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the prastara of the temples of this period is made ornate with crisp 


decorations and carvings of various decorative motifs. 


The best of the prastaras of the Hoysala period is found at 
Kailasanatha temple at Taramangalam datable prior to 1265 A.D (p]-75-76). 
In this prastara, the uttara is plain. The terminals of the valabhi have the 
decoration of lotus petals. The bottom of the rim of the kapéta has a row of 
pointed knobs, the soffit is hollow, and the outer edge of the kapéta has 
multiple horizontal grooves. The upper surface of the kapdéta has delicately 
chiseled padmadalas interspersed with beaded string tassels. The ndsis are 
elaborately carved with floral patterns. Kirtimukhas are neatly delineated. The 
vajana has the regular vyalamdala. Another notable feature of this kapdta, 
which is also generally noticed in the late Vijayanagara temples, is the relief 
of monitors, parrots and monkeys. It is noteworthy that, such reliefs appear in 
the late Vijayanagara temples also, that too, on the double flexured kapdtas of 
the open mantapas. But in the case of this temple, the animals are found 
carved on the kapdta of the first type and that too on the wall of the main 
shrine. Therefore, this feature deserves special attention not only from the 
point of view of stylistic trait but also from chronological point of view. 
Anther point to be noted here is that the medium of construction of temples of 
the region is locally available granite. This hard granite is not suitable for 
delicate and crisp carving. But the artist of the region, probably inspired by 
the contemporary Hoysala art forms of the heartland, has initiated to the best 
possible extent, the finer and delicate qualities of the Hoysala workmanship. 
Though the carvings are not as intricate as those of the Hoysala workmanship 
they are elaborate, beautiful and attractive and add to the grandeur of the 
elevation. As already noticed in the chapter on the plinth and wall this temple 


has a very beautifully and intricately designed elevation. 


During the Vijayanagara period, the prastara of the temples gets more 
ornate than those found during the Hoysala period. During this period, certain 
decorative elements of the Hoysala period continue with lesser grandeur. 
Prastara having decorative carvings is noted at the Rama _ temple, 
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Ayodhyapattinam and Tenkarai Kottai (pl-69). Both these prastaras are 
identical. The uftara is decorated with a row of muktagrasas. The valabhi has 
purlins as well as the decoration of simhamdla. However, the uttara on the 
backside has decoration of padmadalas. The kapéta is decorated with rows of 
pointed knobs at the tip. Above this horizontal indentations are made and the 
surface of the slope of the kapdta has the rows of scalloped lotus petals 
interspersed by beaded tassels. The kirtimukhas are also elaborately carved. 
The gadhas have varied relief sculptures like gandharvamukhas, Navaneetha 
Krishna, etc. 


During the Vijayanagara period, the temples of the region of our study 
were added with mantapas to serve different functions. These mantapas being 
open all-round, required broad kapdta to protect it from rain and shine. 
Therefore, such mantapas have broad double flexured kapdtas and are of the 
second type discussed already. 

Vajanas of the Vijayanagara period are decorated with boldly relieved 
vyamalas *?, simhamalas”, cakravakas”’ and various mythical and natural 
animals (pl-77). They are neatly executed to appear prominently in the 
elevation of the temple. A notable feature of the vajana of the Amman shrine 


of the Betarayaswamy temple at Denkanikota is that of the relief of deers 


carved inside the panels. 
HARA (p!-79) 


Hara is the parapet of the temple. It is a hand wall. It is optional in the 
construction of the temple. Hara does not find a place in the sadvarga of the 
temple but in the dravidian architecture. Hara is normally constructed to give 
an elegant elevation to the temple. Hara literally means a garland. Another 
expression used in the Texts for the hara is “pramalika’, which means a 
special garland. Therefore, in the context of architecture, hara is a garland of 
miniature pavilions. The pavilions that are found in the Adra are of three 


types. On plan they are square, rectangular and apsidal. Therefore, their 


canopies are pointed, wagon-vaulted and apsidal respectively. The square 
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pavilion with pointed canopy is called kita, the pavilion with wagon-vaulted 
canopy is called sala and the apsidal pavilion with gajaprsta (elephant back 
like) canopy is called the pafijara. Thus the Adra is a ‘garland’ or chain of 
kita, Sala and pafijara pavilions’. Depending upon the necessity these 
pavilions are arranged alternatively in the construction of the parapet. The 
kita pavilions are generally placed on the corners and in the intermediate 
spaces if required. The Salas are generally placed at the bhadra projection of 
the temple plan. Pafijaras are at the interspaces of kita and sala. The 
interspaces of these pavilions are generally connected through a hand-wall 
and this hand-wall is called harantara. The harantaras are provided with a 
coping and the copings are often decorated with alpandsis and the body of the 
harantara on its outer side is also decorated with vrttasphutitas” 7 and relief 
sculptures. Thus a continuous architecturally well defined parapet is designed 


and constructed above the shrine in dravidian style. 


In this context, an elaboration regarding the nature of the kita, Sala and 
pafijara is not out of place as the Texts describe these pavilions quite 
elaborately. Initially, it is to be stated that all these pavilions conform to the 


sadvarga class of structures. 


KUTA: Kita is a square pavilion. Texts mention that the kita can be circular 
or octagonal. But only square pavilions are noticed. It is built like any other 
structure on an elevated and moulded plinth. It consists of four pillars and is 
covered with a canopy, which is square at the bottom and sloped and rounded 
in the apex. It is crowned by a single stapi (finial). The canopy of the kia is 
to be decorated on all its four sides by alpandsis. The synonymous term for 
the kita is ‘saustikam’”®. In the elevation in between the pillars relief 
sculptures are also often carved. In the parapet, the kutas are generally carved 
at the corners. Therefore, it is called by the name ‘karnakita ’. If the plan of 
the temple consists of pratikarnas, at that part also a kita pavilion will be 


carved in the parapet. 
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SALA: Sala is a pavilion oblong on plan. The Texts mention that it should be 
of the “sabhakara’”’ i.e. an oblong or rectangular hall. The synonym of sala 
is ‘kdstaka*", the use of which may lead to confusion. In the elevation it 
consists of a moulded plinth, four pillars placed on the four corners 
supporting an oblong wagon- vaulted roof. The two ends of the wagon vault 
are made semi circular or horseshoe- shaped or gabled. It is crowned by a 
prominent kirtimukha, therefore it is called by the name mahanasi. The two 
oblong sides also are provided with mahdndsis. The ridge of the coping is 
provided with a row of finials, which are always uneven in number starting 
from three. The Texts prescribe that the oblong side of the sala pavilion 
should consist of a bhadra projection (bhadranida) surmounted by a 
mahanasi*'. On the bhadra may be provided a niche, which again is a 
miniature form of the Sala pavilion. In the salas of the parapet relief 


sculptures are often carved in the bhadranidas. 


PANJARA: Paiijara is a pavilion, which is apsidal on plan. Normally, the 
facade of the pafijaras are shown in the parapet. Pafijaras are also provided 
with an elevated plinth, two pillars in the front and a semi circular facade, 
often mounted with a kirtimukha at the apex. In the facade of the pavilion, 
between the pillars, a relief sculpture is often carved. Pafijaras are placed 
always perpendicular to the line of the parapet, so that the facade of the 


paiijara faces front. (exception to this is also not absent). 


Haras are provided for the shrine, the different falas of the prasada, 
the gidhamantapa, porches, the mdlikas surrounding the courtyard, the 
different types of mantapas in the temple complex, the gdpura on the gateway 


and sometimes even on the prakara wall. 


Hara is a feature of the dravidian architecture since the early times. 
The Pallava, Badami Chalukya and Chola temples possess the Adras on 
different buildings mentioned above. The Adaras of the early temples were of 
stone in which the temple was built. During the period of the Cholas, 


construction of the tower and parapet in soft medium began. Some of the 
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Chola temples built of stone possess the tower above the garbhagrha, which 
is of brick and mortar and these towers have hdras in their falas in the same 
media. The earliest such towers are noticed in Chinthalpadi and 
Kambainallur®. These towers, because of their soft medium, due to ravages 
of time and weather, are dilapidated and some have been restored to their 
original form in recent times. These towers possess hara on their different 


talas. 


During the Vijayanagara period, the construction of towers above the 
sanctum and the gateways in soft medium became the norm of the day. 
Number of towers above the sanctums and gateways are found in the region 
of our study. The trend of the Vijayanagara days was to make the tower above 
the sanctum small in size. In contrast to this the towers of the gateways were 
made bigger and sometimes even massive. Generally towers above the 
sanctum were simple in their execution and also less in their falas. 
Occasionally these talas of the tower were also decorated with stucco 
sculptures of religious interest. These stucco sculptures were of lime and 
mortar finished over a core made of bamboo reeds and coir threads. Similar 
was the way of decorating the falas of the gdpuras also. But the stucco 
sculptural decoration on the gépura was quantitatively more. Sculptures of 
mythological and secular themes were provided to each of the talas all-round 
and sometimes, were painted with different colours. Of the decorations of the 
gopura, the noteworthy portion of the tower is the coping, which is made 
exquisitely ornamental in nature. The semicircular ends of the oblong vaulted 
coping of the gépura were provided with massive and prominently projecting 
kirtimukhas from the mouths of which emerge profusely carved floral motifs 
that spreads on the sides of the mahdandasi. The ridge of the oblong roof was 
provided with a row of finials flanked by ‘cow horn’ shaped motifs. The 
centre of the two oblong sides of the sala coping was also provided with 


prodigally designed mahdanasi. 


During the Vijayanagara period, the quality of the hara decoration on 


the parapet of the temples suffers quality of carving as well as the variety of 
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designs. The hdras of these temples are no longer a chain of mixed types of 
pavilions. Depending upon the sculptural decorations, the pavilions are 
designed. Importance is given to sculptural decoration than the architectural 
forms of the pavilions. Stucco sculptures of sthadnaka, dsina and sayana 
postures were placed here. To suit the nature of the posture of the sculptures, 
the pavilions are designed. Attention for decoration was given only to the 
facade of these pavilions. The sides of the pavilions are mostly ignored. 
Therefore, they give a stereotype appearance and sometimes even look 


monotoned if not monotonous. 
UTTARA (ARCHITRAVE / BEAM) 


The architrave is the beam placed above the pillar. This covers the 
span between the two pillars. Architrave is used to take the load of the ceiling. 
Most of the architraves of the region of our study are plain. Sometimes, they 
are horizontally moulded or indented. In the temples of the Vijayanagara 
period, they are often carved with scalloped lotus petals. Occasionally, they 


are also carved with a frieze of vydlas or hamsas or creeper scrolls etc. 


By 16" century, i.e., during the Vijayanagara period the decorations of 
the architraves become more gorgeous and exuberant. All kinds of subject 
matters like the astdikpalakas, saptarsis and panels depicting episodes form 


Shaiva mythology are found in good numbers (pis 80-81). 
VITANA (CEILING) 


The ceilings found in the temples in the region of our study are often 
treated in a very simple way. They are no doubt divided into different sections 
by the network of architraves. Except for the central part of the ceiling of the 
hall the rest of the parts are plain and simple. The ceilings of the temples are 
covered by the slabs, dressed on the lower portion and the sides, while they 
are undressed on the outer part. The observation made above is regarding the 
construction of the ceiling of the halls, pavilions, cloisters and other simple 


constructions. 
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In the treatment of the central part of the giidhamantapa ceiling special 
attention is normally given for its surface treatment. The earliest temples of 
the region of our study, which are Nolamba structures, possess the 
astdikpalakas panel, carved in the central bay, which is divided into nine 
panels of equal size (pl-82). The astdikpalaka panels surround the central 
panel, which generally contains the relief of the form of the presiding deity of 
the temple ie. Shiva. The Kalyana Chalukyas and Hoysalas continued this 
tradition in their heartland, in a different form. The carving of such panels in 


the giidhamantapa is a practice found in the Karnataka style. 


The temples built during the Chola rule in the area of our study, as 
already stated, contain only the sanctum and a vestibule in front. Hardly a 
gidhamantapa built contemporarily, is seen in this region. In the additions 
made to Chola temples during later time, generally, nabhicchanda ceiling is 
constructed. Most of the temples possess a blossomed lotus motif carved on 


the central part of the ceilings (pl-83). 


Nabhicchanda roof is similar to the lantern roof of the western 
architecture. It’s a very simple and effective method of covering a span. The 
construction consists of placing stone slabs at the four corners of the square 
diagonally to the preceding square. This method is repeated till the area is 
covered to the required size. Finally one capstone is placed at the top. In this 
method in the lower portion of the roof a big void is formed while its outer 
portion becomes bulbous. The surface of the void is trimmed or decorated 
according to the need to get a fine ornamental domical ceiling. The Hoysala 
artists excelled all other artists in this field. Such decorative ceilings are also 
called by the name ‘bhuvanéswari’. In a solitary instance at the Amman 
shrine in the premises of Betarayaswami temple at Denkani kota, Krishnagiri 


dist. an ornate nadbhicchanda is carved. 


During the Vijayanagara period the tradition of carving ornate ceilings 
was introduced in the region of our study. Beautiful vitanas come into being, 


with highly ornate lotus flowers, blossomed with three or four rows of petals. 
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Beautiful parrots are carved surrounding the lotus (pl-84). On the four corners 


of the vitana, stone chains are provided (pl-85). The ceilings of the 


ardhamantapas and the garbhagrhas were normally constructed in the 


nabhicchanda method. In a solitary instance, the ceiling of the ardhamantapa 


is decorated with a panel of dancers and musicians (pl-82a ). 
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shaped crestings 


Kuntishwara temple at Devarakundani, Vepanapalli taluk, Krishnagiri dist. 
Rama temple at Tenkaraikottai, Harur takuk, Dharmapuri dist. 
Kuntishwara temple at Devarakundani, Vepanapalli taluk, Krishnagiri dist 
Sangameshwara temple at Pattadakkal 

Monier Williams- Sanskrit English Dictionary 

Manasara Ch-17, Verse 

Kunneshwara temple at Kunnamalai, Namakkal 

Ponneshwara at Valavanadi 

Shiva temple at Veeraganur, Attur taluk, Salem dist. 

Shiva temple at Adhiyaman kottai, Dharmapuri. 

Adikeshava temple at Paruttipalli, Tiruchengodu. 

Shiva temple at Veeraganur, Attur taluk, Salem dist. 

Devi shrine at Shiva temple at Veeraganur, Attur taluk, Salem dist. 
Kamikagama Ch- 51, vs 92 

Mayamata Ch 21, v 84-86a 

Ibid Ch 20- verse 9 

Ibid Ch 24.-v 8 

Ibid Ch 20- v9 

Ibid Ch 20, v-7 

Shivanishwara temple at Chintalpadi, Harur taluk, Dharmapuri dist. 
Desinatha temple at Kamabainallur, Harur taluk, Dharmapuri dist. 
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CHAPTER - VII 


PRASADA/SUPERSTRUCTURE 


Prdasada is defined as the upper storey or storeys of any building. It may 
be of a temple or a palace or a house. In the context of temple architecture 
prasdda refers to the upper storeys or the tower built above the sanctum or the 
gateway. The towers on the sanctum and gateway are specifically named as 
vimana and godpura respectively. The definition of vimana according to the 
Texts is that part of the structure starting from updna, the lowest member of the 
plinth, to the stipi i.e. the finial of the structure. Updna is the moulding found 
throughout the temple building. But the stapi is found only at the apex of the 
tower above the sanctum. Therefore the definition applies to the sanctum part 
only, but the tower above the sanctum is also called by the name vimana. As the 
definition includes the part up to the bottom of the plinth sometimes the sanctum 
is also referred to by the name vimana. According to the texts, the temple should 
consist of six main parts (sadvarga) in the elevation. They are adhisthana, bhitti, 
prastara, griva, sikhara and stiipi. The Texts refer to this part as vimana’. In this 
sadvarga, tower consisting of tiers is not included. The tower is then an optional 
member. Therefore the use of the term vimana for the tower above is ambiguous. 
It may refer to the main shrine or to the tower above it. Hence to avoid ambiguity 
the word prasdda for the tower above is used here. Even in Manasara, the tower 


above the sanctum is referred by the term prasdda’. 


Texts mention different types of pradsddas that were prevalent in different 
parts of the country. Mostly these types are all based on geographical 
classification. The table provided below gives a clear picture of the different 
types of prdsddas mentioned in the Texts. It is interesting to note that almost all 
the Texts give an identical list of the types of prdsadas. They are nineteen in 
number. Of these the type of prasada that was prevalent in South India was 


called by the name dravida. But unfortunately none of these Texts give the 


description of these prdsddas to identify them with any existing prdsd@das of the 


region of our study. 


TABLE: TYPES OF PRASADAS 


Name of the Silparatna 
Prasdda 


SI.No. 


Mayamata 


Isana Siva 


| __Vaideham | 32-3 | 18 10a | S7-4a | 

_ | Magadham |” | 
eee t Raungwonn al — 
| 4. | Kausalam |” | 18 10b | S57-4b | 
| 5. | Sauarsénam | 32-4 | fe 
i ae a ee ee a eet eae 
| 7. |  Avantikam |” | | SBA | 
| 8. | Vyamisram | 32-6 | 18-136] 57-8 
Ral Ne | | 
| 10 |  Kasikam |” | Kausikami8-13b |” | 
| ui. | Vairdtam | | da | 57a 
fed iso A HPO by 

57-8a 
18- 14a 
Wet ral a Mo S ail 
18-14a 

18-14b | 57-86 | 
| 16 | Paficdlam | 32-11 | 18 Wa | S74a | 
[7 | dpa | 32-7 | BM 
| 18. | Kasmiram | 32-14 | 82-70 
| 19. |  Gangéyam | ” | > CT CC” 


However, they give the following details about these prdsddas and say 
that all these are suitable for the temples. It further mentions that the number of 


faces i.e. sides a prasdda possesses can be up to sixty beginning from six. 


There is one more classification of the prasddas available in the Texts. 


This classification is also identical in all the Texts. They are: 


i. Nagara 
il. Dravida 
iii. Vésara 
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Nagara, according to texts’, is a building, which is square up to its finial. 
The building that possesses a sikhara, which is octagonal, is dravida and vésara 


is the building with a circular or apsidal sikhara’. 


This classification is not scientific in the sense that it is based on the basis 
of the shape of the coping of the prdsdda. In case this coping is missing, it is not 
possible to identify the prasdda as belonging to any of these types. Therefore, 
this classification cannot be relied upon. Hence the classification of ndgara, 
dravida and vésara class of vimanas is to be based on the total shape, 
constructional design and decoration of the entire body of the pradsdda from its 


base to the coping. 


As nagara and vésara types of vimanas are not available in the region our 
study, details of their description are not dealt with in this study. Only the nature 


and description of the dravida vimana is given here. 


Few texts give the definition of dravida vimana’, which are not clear in 
their description. All these details are very general and elemental in nature and 


they nowhere come near the existing forms of dravida vimanas. 
The descriptions are thus: 
“A dravida vimana is one which is eight sided above the griva” 
“A dravida vimana is a structure with six or eight sides” 
“A dravida vimana is square at the base and eight sided above the griva” 


These definitions are not clear and specific in nature. All these definitions 
appear to be unclear statements drawn from a common unknown source. 
Therefore, these statements in no way help us to understand the clear nature of 


the dravida vimana with the help of the Texts. 


However Kamikagama is one work, which, to a certain extent, gives a 
clear idea about the dravida vimana’, It states that dravida vimana is a building, 
which possesses the sadvarga. As is known the sadvarga comprises of the 
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adhisthana, bhitti, prastara, griva, Sikhara and stipi. All these parts put together 
forms the vimana. It further states “updndt stiipi paryantam vimanah’”. The part 
starting from upana to stipi is considered vimana. As both updana and stipi are to 
be seen only at the garbhagrha part, the term vimdna refers to the entire 


garbhagrha from the bottom to the top. 


The tower above the sanctum is also called by the name vimana. The plan 
of the vimana will be according to the plan of the garbhagrha. Garbhagrhas 
having square, rectangular, circular, oval and apsidal plans are noticed. Similar 
will be the shape of the plan of the vimana. In the sadvarga, the first three parts 
i.e., adhisthana, bhitti and prastara form one tala. These three parts are essential 
for all the parts of the temple. But it is also essential that above the garbhagrha a 
kita (vimana), having any number of falas is to be constructed. The Texts 
mention up to fourteen talas®. For the stability of the structure talas are 


constructed one above the other on a reducing scale. 


In the early temples, different falas were constructed with a function to 
serve, but in the later temples, they only became conventional. Because of the 
structural method followed, the contour of the prdsada becomes pyramidal or 
tapering like a mountain peak. That is why it is also called by the name kia. As 
it consists of several tiers receding in size as they go up, it looks like a stepped 
pyramid. After reaching the required height, above the final tala a védi 
(platform) is constructed. védi, on plan corresponds to the plan of the griva and 
Sikhara. Above the védi, the griva (neck) is built. The griva supports the sikhara. 
The sikhara may be monolithic or masonry in nature. Stupi or stupis are placed 


above the sikhara. 


The pyramidal tower, prasdda may be solid or hollow in nature. In hollow 
prasddas two varieties are noticed. The first one is the prasada, which is hollow 
from the floor of the garbhagrha to the védi beneath the griva. Good examples 


for this type are the Brihadishwara temple, Tanjavur and Ananthashayanagudi at 
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Hospet (Karnataka). The second type, a few or all the tiers (falas) are made 
hollow. Examples in which all the tiers are hollow are, the Vaikunta Perumal 
temple at Kanchi and the gdpuras over the gateways of the temples. Good 
examples for prasdda with few tiers hollow are the Chavundaraya Basadi at 


Shravana Belagola and the Jaina Basadi at Pattadakkal(Karnataka). 


Now coming to the surface treatment of the different talas of the prasdda, 
it has been already stated that each fala should possess the first of the three 
sadvargas i.e. adhisthana, bhitti and prastara’. The talas of the upper storeys do 
not need the adhisthanas. Hence only bhitti and prastara are constructed for each 
of the upper talas. Hara, on the talas of prdsdda, is also optional. All the talas 
may or may not have haras. The bhitti of the talas should be decorated like the 
regular bhitti of the shrine below. It may consist of bhittipddas, toranas, kdstas, 
kumbhapaiijaras etc. The prastara part of the tala will contain uttara, kapéta, 
vdjana and occasionally hara also. All these are decorated similar to those found 
on the basal tala. The top most ta/a usually will not have an Adra and will have 
only a kapOdta and vdjana. The reason for not providing the Adra fpr the final 


storey is that it eclipses the details of the védi built above. 


The védi of the prdsdda is just a small platform'®. The plan of the védi, as 
said earlier, corresponds to the plan of the griva and Sikhara. The body of the 
védi may have bhittipaddas and the top of the védi will have a stringcourse or a 
vajana. Védi will be distinctly smaller in size than the tala on which it stands. 
The four corners of the védi that are left open are normally provided with the 


sculptures of Va@hanadévatas or demi-gods. 


The griva of the prdsdda is a very important recessed part. The height of 
the griva will be proportionate to the size of the sikhara. The shape of the griva 
also corresponds to that of the sikhara. The sides of the griva accommodate 
grivakéstas. It is also provided with bhadranidas, which are occasionally 


relieved like a pillaret. Generally, the grivakdstas enshrine grivadévatas' t 
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Sikhara is the most important member of the prdadsdda assembly. It 
corresponds to the ‘head’ of the body of the temple'*. On plan it may be 
caturasra (square), Ayata (rectangular), asfasra (octagonal), vrtta (circular), 
vrttayata (oval), gajaprsta (apsidal) or even dyatavrtta (rectangular with its two 
narrower ends made semicircular)'®. Sikhara may be monolithic or masonry in 
nature. The bottom of the sikhara is always flat. The top is sloped and sometimes 
even rounded to suit the shape of its plan. The different sides of the sikhara are 
usually provided with mahdndsis and alpandasis. The nasis are supported by the 
bhadranidas of the grivakdstas. The height of the sikhara is again proportionate 
to the size of the prasada. Sikhara may have a smooth surface on its top or a 
multiple indented surface. The summit of the sikhara is often scalloped with the 
design of the inverted lotus (puskara)'*. The centre of this summit will have a 
vertical mortised hole (bramharandra), to which the pivot of the stiépi or kalasa 
is fixed. The stupi is generally round like a pot and that is why it is referred to as 
kalasa. To the mouth of the stupi a mukula (bud) is placed. The important parts 
of the stupi described in the Texts are padma, vajana, padma, ghata, padma, 


dhrk, phalaka, ambuja and mukula’’. 


An additional architectural member of the prasada of the dravidian 
vimana is the Sukhandsa. Sukhandsa means a ‘parrot’s beak’. It is compared with 
a parrot’s beak because against the sloping contour of the prasdda the top portion 
of the sukhandsa projects forward horizontally with sloping sides. The 
Sukhandasa will always have a gable end. The sukhandsa is built above the roof 
slab that corresponds to the antarala below. That is why antardala is also called 
as Sukhandasi. The plan of a well-developed Sukhandsa is rectangular. Its height 
goes up to the first or second tala of the prasdda. The surface treatment of the 
sidewalls of the sukhandsa corresponds to that found on the body of the prasada. 
The roof of the sukhandsa is always shaped like a wagon vault. The gable end of 


this roof is often decorated with a mahdndasi supported on a framework of a 
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regular kosta. The central space of the kdsta is often provided with a prominent 


sculpture of the cult deity of the temple. 


The sukhandasa, is not noticed in the early temples. However, some of the 
temples at Pattadakkal irrespective of the nature of the prasada, possess 
Sukhanasa. Likewise, some do not have Sukhandsa. But according to some art 
historians, the sukhandsa is an element of the n@gara (northern) architectural 
style, which was incorporated by the dravidian artists. Sukhandsa is not 
mentioned in the well-known Texts on Indian architecture. If sukhandsa were to 
have been a north Indian architectural feature, all the ndgara prasddas of 
Pattadakkal should have possessed a Sukhandsa. But contrary to this some of the 
nagara prasddas of Pattadakkal do not possess a Sukhanasa. It is even possible 
that even, the construction of sukhandsa perhaps an optional element of the 


nagara prasdada. 


There is also one more broad classification of vimanas into two 


categories'®. They are: 
i) Arpita 
li) | Anarpita 


Arpita is a type of prdsdda where the different storeys are built adjoining 
each other without a gap in between. Anarpita is the type in which the different 
talas of the prdsdda are built with a small narrow gap in between so that one can 


walk around each of the falas. 


Texts on dravidian architecture give an elaborate account of the different 
types of the decorations for the drdvida prasada. Based on the nature, type of 
decoration, number of falas and the shape of the griva and Sikhara, the prasdadas 
have been classified as belonging to different types and each type of the prasdda 
is given a specific name. For the typological classification of the prdsddas the 


main criteria taken into account are: 
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i. Number of falas. 

ii. Number of Sala, kita and pafijara on the body of the prasdda. 
iii. | Number of alpanasis 

iv. Shape of the griva and sikhara. 


The Texts, as said above, do mention the various types of the dravida 
prasddas. But they are not unanimous as far as the number of types, and their 
descriptions are concerned. [sanasivagurudévapaddati neither mentions the 
names of the types nor the measurements. Silparatna gives a list of the different 
types of prasddas and also gives measurements of the prdsada but it does not 
bother to correlate the types with the dimensions given in it. Mayamata is the 
only Text, which gives the list of thirty types of the prasadas and their 
specifications of talas and other decorative motifs along with measurements. 
Therefore, Mayamata is taken as the basis for the study of the prasddas here. The 


following table gives the details of the prasa@das as provided by Mayamata. 


EKATALA VIMANA/PRASADA 


and Sikhara Sdlas of Kafas of of AlpaNasis 
Pafijaras 
| Vaijayanta | Circular | pierre 


ij earns 

| 2. | Sribhoga | Circular =| SS - | 4 
4(Bhadras) | -__ 
acces 

i a 

pt Pail 


| 4. | Swastibandham | Octagonal |__-Do- _| 
| 5. | Srikara | Square | -Do- | 
| 6. | Hastiprsta | —Apsidal =| 

is fe ac 


Skandakanta Pere 
Circular or Square 


174 


DWITALA VIMANA/ PRASADA 


Shape of Number | Number 
the Griva of of 
Salas Kitas 


Square 


Swastibandham quare 
Kalyana Square 
eae 
than 
Sala and 


= 
a 
| _ Square | 
| Octagonal_| 


Visnukanta 
Sumangala sep 


GandHara Elliptical 
(three 
Stipis ) 
Apsidal 
(three 
Stipi 


ie 
i 


Of the dwitala vimanas, four types are mentioned, in which the entire 
vimana from the adhisthadna to the stipi are considered for classification. If the 
_adhisthana is square and the garbhagrha and the architectural members above 
are circular it is called by the name manohara. If it is circular from adhisthana 
up to the stupi then it is iswarakdanta. Vrttaharmya is the one in which the interior 
of the garbhagrha is square and it is circular from the adhisthana to the stupi in 
the exterior. The temple with a rectangular adhisthana and hexagonal griva and 


Sikhara, it is categorised as kubérakanta. 
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TRITALA VIMANA/ PRASADA 


Name Shape of | Number 
the Griva of 
and Salas 
Sikhara 


| 1. | Swastika | Square | 8 
2. | Vimalakrti__| Octagonal | 12 


Hastiprstha Apsidal | As many 
required 


| 2. | 12 
BhadraKésta | Octagonal i 


| 5. | VrttaKita | Circular [| - | 
: As many as 
required 


bd Reseed 23 
Octagonal 
CATUSTALA VIMANA/ PRASADA 


(arranged 
in swastika 


shape of | Number | Number of | Number | Number Number 
se Gia | ot Sate ad ee 
Sikhara Paiijaras | Alpandsis | Mahanasis 
as 
required 
(circular) 
Fal Nal AD 
(Octagonal) 
4. Jayavaha | Octagonal 
(over a 
square 
Vedi ) 
| 5. | BhadraKita | _-Do- | -Do- | -Do- | -Do- | -Do- | 16 | 
bl Keeani ed Sil Mi Baal Ma 7 
KsudraNasis) 
Mayamata gives the measurements for the vimanas with five and more 


storeys. The maximum numbers of storeys mentioned are twelve in number. 


However, no specific names for these varieties are mentioned in the Text. 


Now coming to the region of our study all the prasadas found are of 
Dravidian style. Totally about fifty-two prasadas are noticed in the region. Of 


them twelve are original. About seven have been renovated in the past few 
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centuries. Six of the prasddas are renovated and conserved during the modern 
times. It is the ethics of the conservator that they should repair and conserve 
maintaining its original form. Therefore, though they are modern restorations 
their features are considered as original and taken for study. Some are very recent 
constructions renovated unorthodoxically according to the modern tastes hence 
cannot be categorised as belonging to any of the types mentioned in the table. 
Such prdsadas are not taken for study here. Actually, the last category of 
prasa@das dominates all other categories in number. The original praés@das and 
those believed to have been conserved on their original lines are only twelve in 


number. 


Of the twenty-five pradsddas taken for study only five prdsadas are of 
stone and the rest are of brick and mortar. These five belong to pumsaka 
(masculine) class of temples and the rest, which are of brick and mortar belongs 


to napumsaka (neutral) class. (For details ref. chapter IX) 


A general trend seen in the construction of the prasddas of the region is 
that the early prdsddas are built of stone. It is an established fact that the region 
of our study was politically a buffer zone and did not receive direct royal 
patronage or attention as far as the temple construction activity was concerned. 
Therefore the dimensions of these temples themselves are not very big. That too 
the temples built in the early period (10 and 11" centuries) are very small 
structures and the prdsdadas built above them are also very small. Of these 
structures those that were built in 10 century have stone prasddas, while those 
of the succeeding 11" and 12" centuries have prasddas of brick and mortar. It is 
a known fact that the imperial Cholas extensively used brick and mortar for the 
constructions of prdsddas for the temples. As the temples of the region belong to 
the Chola domain and period they also possess pradsddas of brick and mortar. 
During the Vijayanagara period, the practice of the day was to give importance 
for the gateway towers. Therefore, the temples of Vijayanagara period possess 


prasdadas that are insignificant, both in size and surface treatment. 
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Now coming to the types of prdsddas of the region, twenty five prasddas 
are found here. Of them the swastika dominates. The statistics of their typology 


is as follows: 
1) Dwitala swastika (p|s-86-87) 
i. Rama temple- Ayodhyapattinam 
il. Ramatemple-Tenkaraikottai 
iii. | Vashnava shrine- Adhiyamankottai 
iv. | Amman shrine- Velur. 
Vv. Shiva- Anadur 
2) Tritala swastika (p\s-88-89) 
i. Desinatha- Kamabainallur 7 2 
ii, Shivanishwara- Chintalpad\ > ARCHIVAL SECTION 
ili. | Vijayaraghava- Omalur 
3) Catustala swastika (p\-79) 
i. Varadaraja- Pavithram 
4) Srikara (p\s-90-91-92) - 
i. Tiruvirattaneshwara- PIilur 
il. Arunachaleshwara- PIllur 
iii. | Vaishnava shrine- Pillur 
iv. | Vaishnava Shrine- PIllur 
Vv. Vaishnava Shrine-Thyaganur 


Vi. Ganesha shrine-Taramangalam 
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5) Srivisala (p|-93) 
i. Ekamranatha temple- Tadavur 
il. Kamakshi shrine- Tadavur 
iii | Amman Shrine- Pavithram 
6) Vaijayanta (pl-94) 
i. Banishwara- Paruttipalli 
ii. Kamanatheshwara- Aragalur 
iii. | Kashivishweshwera- Velur 
7) Sumangala (pl- 95) 
i. Karivaradaraja temple- Aragalur | 
8) Visnukanta (pl- 96) 
i. Amman shrine- Aragalur 


All the prdsddas in the region are of the arpita class. Two of the original 
prasadas are confusing for identification. Of these one is very near to catustala 
swastika (p!-97)'’. But the shape of the sikhara is circular instead of being 
square. The second example is very near to dwitala swastika, but again here also 


the sikhara is circular instead of being square’®. 


This statistical record given for the study of the pradsddas does not include 
the prasadas, which are unorthodox in their restoration during the modern times 


therefore only twenty five prasdadas are taken into account. 


Majority of the prasaddas, though known to have been conserved and 
preserved scientifically as far as the architectural decorative designs are 
concerned, possess the stucco sculptures of prasada deévatas. It is difficult to 


state anything for certain regarding the renovation of the sculptural details carved 
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on the body of the prdsddas. Therefore, not much attention is given to their 


study. 


Reeceen CES. 
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2 Manasara- CH-18, v-2 
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kriya 30, v 42, KaSyasilpa Ch 25-v 27, Manasara Ch 18- v 93 
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CHAPTER - VIII 
STAMBHA/ PILLARS 


The temples of Salem region have many halls and pavilions, some of 
which are hypostyle in nature. They invariably contain pillars. Their number 
varies from four to about one hundred. These pillars have decorated as well as 
simple shafts. The decorations vary from period to period, style to style and 
dynasty to dynasty. Based on the shape and decorative carving of the shaft they 


are identified as belonging to different styles and to different periods. 


A type of stambha mentioned in the Texts on architecture is called by the 
name rucaka stambha’. It is the simplest form of a pillar. Rucaka, in Sanskrit, 
literally means agreeable or acceptable. That means the pillar that is according to 
physical laws. It should be basically functional in character and decorations are 
optional. A functional pillar should possess a pedestal, a shaft and a corbel. 
Therefore, rucaka, according to the Text, should have a pedestal, a shaft and a 
corbel above. All the other additions in the form of capital, abacus and other 
decorations of the shaft are optional in nature. The decorations made on the shaft 
and the additional parts to the shaft in the form of capital and abacus have lead to 


the emergence of various types and forms of pillars. 


Texts give a detailed description of varieties of pillars that are to be carved 
in the temples and also their measurements’. Terms like sthanu, sthiinam, 
padam, janghda, caranam, anghrikd, talipa, stambha, kampa, Grani, bharakam, 
dharanam, kambha and sthali are synonyms for the pillars mentioned in different 
texts’. Different types like engaged pillars (bhadraka stambha), foundation pillar 
(nikhata stambha), independent pillars and also the pilasters (bhittipada) are 
mentioned in the Texts. The Texts, however, give a detailed description of the 
independent pillars and state that they apply to bhadraka and bhittipdda. But, the 
engaged pillars of all the types of shafts described in the list are not used in the 


temples. 


Fig 38. Bramhakdanta stambha 


Not to Scale 


The table given at the end of this chapter provides the different types of 
the pillars found in the temples, their corresponding textual names and their 


references in the Texts. 


A close study of the table given, however, reveals that the same name for 
different types of shafts by different Texts and the same type of shafts called by 
different names by different Texts are used. Therefore, to avoid such confusion, 
inconsistency and incongruities, illustrations with their names in different Texts 


are provided. 


The Texts mention a number of varieties of pillar shafts. However the 
popular varieties of pillars mentioned in all the texts and found abundantly in use 
in the region of our study are bramhakanta‘(Fig 38), visnukanta’ (Fig-39) 
saumyakanta (Fig-40), rudrakanta® (Fig-41) and citrakhanda. Of these, except 
the citrakhanda variety, the other varieties mentioned are classified according to 
the number of sides the shaft possesses. citrakhanda contains many cuboids 
interspersed by many-sided shafts. All the types of pillar shafts other than 


citrakhanda generally possess a pedestal, a capital, an abacus and corbels. 


Texts vary in the description of certain forms of pillars in some instances. 
Rudrakanta variety is described variously in different Texts. The difference is 
seen not only in the nomenclature of this pillar, but also with regard to its forms. 
A verbal description of the same would lead to confusion. Therefore, variations 
of this variety found in the Texts are illustrated for the easy understanding of the 


same (Fig-41). 


Mayamata mentions a variety named purvasra’, which has a square base 
and a shaft, can be octagonal, sixteen sided or circular above. Mayamata 
mentions that saumyakanta® pillar should possess a sixteen-sided shaft, whereas, 
all the other texts call this variety as candrakanta’. The pillar with twelve-sided 


i 


shaft is called bhanukanta in Silparatna'®, [sanasivagurudévapaddati " and 


Kamikagama’’. The same variety is referred as siiryakanta in Kasyapasilpa”’. 
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Fig 39. Visnukdnta stambha 


Not to Scale 


Skandakanta possesses a six-sided shaft. All the Texts mention this variety". 
Kamikagama calls this variety as kumdrakanta'’. Mayamata mentions this 
variety as indrakanta'® and Kasyapasilpa'’ mentions that a pillar with six-sided 
shaft is of indrakanta and the same is called skandakanta (Fig-42). 

Sivakanta variety is mentioned only in Manasara'®. This variety possesses 
a five-sided shaft. Though skandakdanta, sivakanta and bhdnukdnta are 


mentioned in all the texts, they are not found in the temples of the region of our 


study. 


If the pillar has a projection or bhadra in the centre throughout i.e. from 
the base till the kumbha or mandi then this is called as bhadrakdanta (p| 120a). 
Silparatna’’, [sanasivagurudévapaddati“’ and Mayamata”' mention this variety 
and the description is the same in all these Texts. The above-mentioned variety is 


discernible in the region of our study””. 
Some pillars are categorised based on the decoration of their base”. Namely: 
1. simhapdda has a leogriff in squatting or sitting position. 
2. vydlapdada is a pillar, which possesses a vydla at its base. 
3. gajapada or ibhapadda possesses an elephant. 
4. bhiitapada variety has a figure of a goblin depicted as a 
bharavahaka. 


Most of the texts mention two unique varieties of pillars based on their 
decoration. They are sundupada™ and pindipada. The pillar should posses a 
cylindrical shaft, a cushion capital and an abacus. If the same variety of pillar is 
decorated with muktdgrdsas i.e. festoons of beads and strings then it is 
Pindipada’’. 

The citrakhanda pillars, according to the Texts”°, should have a shaft with 
three cuboids. The interspaces of the cuboids should be carved multifaceted. All 
the Texts agree on this point. But they only differ in the treatment of the 
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Fig 40. Saumayakanta Stamba 


Not to Scale 


interspaces of the cuboids. Kasyapasilpa prescribes that this variety of pillars 
should possess three cuboids interspersed with octagonal shafts. The shafts 
should have the bordering of astadikpdlaka. This Text prescribes that the base of 
the citrakhanda pillar can be either a cuboid or octagonal. 

Citrakhanda pillars are named differently on the basis of their decoration. 
Mayamata mentions Srikhanda’’ and Srivajra’®. If the median band 
(pattabandha) of the pillar is octagonal then the pillar is called Srikhanda. If the 
same is sixteen sided then it is called Srivajra. Temples in the region of our study 
possess this type of pillars datable to the late Chola and Vijayanagara period”’. 
Manasara mentions kumbhasthambha”’, kostasthambha? . padmakanta®, 
citraskambha® and pdlikasthambha®*. Kumbhastambha is a pillar, which 
possesses a kumbha inbetween the base and shaft. The shaft can be of any 
variety. Kdstaka means a nest. A pillar with a series of miniature pafijaras 
(shrine motifs) carved from the base till the capital is called a K6stastambha. The 
Text prescribes that the decoration of these kdstas should be in accordance with 
the shaft of the pillar. Padmakdnta is a variant of citrakhanda variety. This 
possesses scalloping of lotus petals on the cubes of the shaft and also carvings of 
lotus buds at appropriate places. Citraskamba is synonymous with the 
citrakhanda type described already. Pali*, in Sanskrit, means the edge of a 
sword. Therefore, Pdalikastambha is a pillar, which possesses a shaft with 
horizontal flutings. In some pillars, these flutings are either sharp edged or 
concave in form. Such pillars are found in the temples of Kalyana Chalukyas and 
The Hoysalas. Kamikagama mentions srikadnta variety. Silparatna mentions 
padmasana*’, vajrakanta*’, ratnasthambha®, sribandha, Srivatsa, Srikara, 
priyadarsana and saumukhya. Kasyapasilpa mentions srikanta and Srivajra 
varieties. [Sanasivagurudévapaddati mentions padmasana, vajrakanta, Srikhanda 
and Srivajra varieties. All these are variants of the citrakhanda variety. Minor 
variations in the design of the shafts and type of decorations made on the shafts, 


make these pillars as belonging to different types. 
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Fig 41. Variants of Rudrakanta stambha as described in various Texts 
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Suprabhédagama mentions four types of pillars. If the shaft of the pillar is 
cylindrical or square then this is called srikara or priyadarsana. If the shaft is 
octagonal it is called saumukhya and if the shaft is sixteen sided then it is 
candrakanta. If the lower part is square and the upper part of the shaft is 
octagonal this variety is called subhankari. This classification is very general in 
nature. It is based on the shape of the shafts. It is aptly applicable to Hoysala 
order of pillars and their crude variants of the later periods, wherein the shafts are 


designed as having cylindrical and multifaceted forms. 


The pillars of the temples of Salem region normally have the following 


parts, which are mentioned in the Texts. They are (from bottom to top): 
i) pitha -pedestal 
ii) danda -monolithic shaft 
iii) | kumbha -capital 
iv) mandi -lotus decoration 
vy)  phalaka -abacus 
vi) —_ potika -corbels 
PEDESTAL 
It is the lowest member of the pillar. It has three major functions. 
i) It gives a solid support to the shaft of the pillar. 
ii) It adds height to the pillar. 
iii) It enriches the beauty of the pillar. 


The pedestals are always square on plan. Rarely a star shaped pedestal”? is 
noticed. But nowhere a pedestal circular in nature is noticed so far. The pedestals 
are normally dadoed right from the Nolamba period” (pl-99). Pedestals are also 
decorated with decorations like kapdta punctuated with ndsis and sometimes also 
with scalloped lotus petals*’. The fatter, being found more during the Hoysala 
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Fig 42. Plans of the major pillar varieties as mentioned in the Texts. 


a)  Bramhakanta b) . Visnukanta 


c)  Sivakanta d)  Sakndakanta/Kuméarakanta 


| e) Bhdanukanta/Siryakdnta. f) — Indrakanta/ Saumayakanta 
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period. Ornamentation for the pedestals in the form of dalapadmas is often 
found. Ornate pedestals also contain multiple horizontal and_ vertical 


indentations. 


The pedestals of the later period are more elaborate and rich in their 
decoration. Both architectural and decorative designs appear during this period. 
By the end of 13" century increased degree of decoration is noticed. The 
Pedestals of this period are carved like miniature adhisthanas (pls 123.). 
Generally, kapdétabandha and majicabandha adhisthana forms appear more 
frequently. These adhisthanas like pedestals contain all the members of a regular 
adhisthanas. The kapétabandha adhisthanas type of pedestal contains updna, 
padmajagati, kumuda, kap6ta with nasis and prati above. The miniature leogriffs 
are also carved at suitable places for the pedestal. The maficabandha adhisthanas 
type has pattika instead of kapdta. Yet, leogriffs are carved for this type of 
pedestals. The leogriffs are carved squatting, sitting and rampant forms. These 
two types of pedestals reflect the use of both Kannada and Tamil traditions of 
architecture in this buffer region. Besides these two types mentioned above, 
pedestals having kapdta and pattika mouldings used alternatively are also found. 
But they belong to Vijayanagara period. Besides this variety, Pedestals with 


elaborate decorations are also found. 


Another notable feature of the pedestals of the Vijayanagara period are 
that these are carved as part of the pillar shaft (pl-107). It is a known fact that the 
ne Vijayanagara pillars are massive in their forms so as to appear sometimes like 

| piers. For such pier like pillars, no separate pedestal is provided due to structural 
convenience. The absence of pedestals may also be due to of the nature of the 
carving of the pillar shaft. In this type, not only the shaft of the pillar/pier is lofty 
but it also contains an adjunct in the form of an upastambha or a sculpture / vydla 
motif, etc. In such cases, as a reinforcement for the additional carving made to 
the shaft the lower end of the shaft has to have a solid common base through out. 
In such cases, no additional pedestal is carved. Instead the same base is extended 
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for the pillaret or the sculpture adjoining the shaft and designed like an ornate 
pedestal (pls-118,124). Therefore, all the details of a pedestal are carved as a part 
of the base of the pier/pillar itself. Pedestal designs resembling sribandha 
adhishthana is also found. Such ornate pedestals of the piers and pillars are 
generally noticed in the mahamantapas and the kalyGnamantapas to enhance the 


beauty and grandeur of the pavilions. 


Further varieties of pedestals with decorations such as representation of 
shrines with all the architectural and decorative details, the representations of 
bharavahakas, divinities, faunal, floral and decorative designs are carved. 
Friezes depicting soldiers fighting, musicians and dancers etc. are also carved. 
Sometimes, double pedestals resembling an upapitha and adhisthadna are also 


carved to fill the surface of tall base of the pillar (pl-118). 
SHAFT 


The shafts of the pillars of the temples of Salem region, as already said, 
are invariably monolithic in nature. Nowhere a masonry shaft is noticed. The 
shaft is the member of the pillar between the pedestal and capital or bracket in 
the absence of the capital. It may be decorated variedly from bottom to top. 
Depending upon the nature of its carving, the shaft is divided into two parts. 
They are. 

i) The base 

ii) The Shaft“ 

BASE: Generally cuboid or square on plan with some exceptions”. The base of 
the early pillars is generally plain and occasionally indented. The bases may 
contain decorative relief of faunal, floral and figural themes” (pl-99). But bases 
of the Vijayanagara pillars invariably possess a relievo of the above said themes. 


In the early forms of pillars, the height and the breadth of the base are equal and 
generally they are cubical in shape. But in the later forms of the pillar, the height 
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gets increased sometimes and occasionally the corners of the base are also 
indented“ (pl-125). 


The bases with figural motif in the round are also occasionally noticed. It 
is a known fact that the Pallava pillars have seated lion bases. Such a motif is 
known to have been used occasionally by the later architects also. The pillars of 
the mahamantapa of Darasuram of the late chola period possess such lion motifs. 
Lion motifs carved for the base of the pillars (broken) are found (pl-126) in two 
temples of the 13" century AD in the region”’. By their look, they definitely 
appear to be imitations of the early Pallava lion motifs. They very much resemble 
similar lion bases of the pillars of Poysaleshwara temple at Kannanur, Trichy 


Dist, built by Veerasomeshwara of the Hoysala dynasty of Karnataka. 


SHAFT: The shaft is the part of the pillar above the base up to the capital or the 
bracket, if no capital is carved. This part is generally decorated variedly. 
Depending upon the skill, the taste, the resources available and the necessity, the 
shaft is decorated. The decoration of the shaft of the pillar many a times helps us 
in the identification of the period and its dynastic affiliation. The general pattern 
of the decoration to shaft to large extent reflects the artistic traits of a particular 
period, region and the taste of the artists. These traits change or vary from time to 
time, region to region and artistic tradition to tradition. Based on the regional and 
chronological criteria, artistic traits are identified and named as Pallava style, 
Nolamba style, Chola style, Hoysala style, Vijayanagara Style etc. Rarely these 
individual traits are found mixed. For such intermixing many a times, reasonably 
explanations can also be offered. The classification of the pillar is made on the 
basis of the morphology of the shaft. The height of the shaft and its girth may 
vary from pillar to pillar, depending upon the requirement and decoration. The 
pillars of the early temples of the region possess shorter shafts, as the temples 
themselves were small, low structures. However, during the later period when the 


dimensions of the structure increased, the size of the shaft of the pillar also 
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changed. Carving of the shaft of the pillar also changes from time to time. These 
decorative carvings reflect the taste of the society of their days. By looking at 
these decorative carvings one can easily identify or determine the style or the 
period of the carving of the pillars. Early pillars are generally simple in their 


form and decoration. 


The earliest forms of the pillar of the region are available in the rock-cut 
shrines at Namakkal (Fig-44). These pillars have square shafts uniformly thick 
throughout. The central part of the four faces has a scalloped lotus medallion in 
each face. The tarariga pdtika is carved above the shaft, thus representing a 
functional pillar form. Next comes the pillars of the Nolamba order from 
Dharmapuri region. These pillars are slightly different from their counter parts 
found in the Nolamba heartland. The pillars of the Mallikarjuna and 
Kamakshiamman temple at Dharmapuri, datable to the end of the 9" century, 
have ornately carved shafts (pl. 98-101). Three types in the carving of the pillar 
shafts are noticed. The shafts also possess capital and abacus. No pillar, which 
can be definitely called as belonging to the Chola order, is available in the region 
of our study, as the temples built during the Chola period are humble, small 
structures having astylar ardhamantapa in front. However, by the end of the 
13" century, pillars definitely datable to Chola period come into the picture. 
They belong to the last part of the 13" Century and these pillars are not of the 
typical Chola order of pillars, but they are of citrakhanda variety. Such pillars 
are found in the Airavateshwara temple at Darasuram, datable to the same period. 
These facts indicate that the citrakhanda variety had already evolved in the last 
part of the Chola period and their design is not an innovation of the Vijayanagara 


artists as presumed by the art-historians. 


The period of the Hoysalas witnessed elaboration of architectural designs 
and motifs on all parts of the temple. Varieties of pillar shafts were designed and 


carved in soft medium in the heartland of the Hoysalas. The extension of the 
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Hoysala rule over the Tamil land to a certain extent resulted in the change of the 
order of the pillar of the temples built in the region of our study. Though the 
medium used was granite, not a very suitable medium for carving delicate 
designs, these pillars are comparatively prodigal in their treatment were carved 
during this period. They, when compared to their contemporary Tamil 
counterparts, are more ornate and variedly decorated. Four types of pillar designs 
are discernible in the temples built under the patronage of Hoysala rulers. 
Temples built by the Hoysalas in the region are moderately sized. Therefore, the 
pillars are not very tall. However, they consist of all the components of a regular 
pillar, like pitha, danda, kumbha, mandi, phalaka and pdtika (pls 102-105). But 


nowhere a lathe-turned pillar is noticed in the Hoysala structures of the region. 


The Vijayanagara period witnessed the construction of temples in a large 
scale throughout its empire. The area of our study, being a part of the 
Vijayanagara kingdom, also witnessed hectic architectural activity for over three 
centuries. The temples of the region like those of any other part of the empire are 
comparatively big and elaborate in form. This eventually necessitated carving of 
varieties of pillars of different forms and size. Seven types of pillars categorised 
on the basis of decoration of the shaft are discernible (Fig-45). They are quite 
tall, heavy and lofty in their forms. A decided predilection is noticed in the 
arrangement of the members of the pillar for the different parts of the temple. 
Pillars of the traditional Dravidian order having pedestals, bases, shafts, capitals 
and corbels were used for the giidhamantapas and other small insignificant 
pavilions and porches (pl-126a). Elaborately carved pillars having tall and lofty 
shafts were mainly used for big and sometimes also for small pavilions. Simple 
non-ornate or just functional pillars were used for corridors and other 


unimportant structures (pl-127). 


Of the pillar types of the Vijayanagara order, a particular type of pillar 
deserves special mention here as that type of pillar is particularly noticed in the 
Texts also. This type of pillars is referred to as samyuktastambha. This type of 
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pillar possesses a lofty shaft consisting of pillarets on its side or sides. Their 
number may vary from one to twelve. Depending upon the number of pillarets 
and their arrangement, they are named differently. The table provided below 
provides the different sub-types of pillars mentioned in the Texts. 


Number of pillarets 


Name of the variety 


—— 
No 
|i] Pillar with one pillaret_ | Supratikainta | 
Bramhanakanta 
ia Pillar with two or four pillarets and is void of the main | = Nandisakanta 

shaft 


Manasara mentions four types of pillars with upastambhas. They are: 


Pillar form Name of the type 
| 1. | Pillar with four pillarets 
Pillar with five pillarets 
Pillars with six pillarets Skandakanta 
Pillars with eight pillarets 


To this category of pillars, another type found in the region, not 
mentioned in Texts is also noticed. This type possesses a solid shaft having 
pillarets on three of its open sides (pls 118-119). The variants of these types of 


pillars and their special features are discussed later. 


This classification by the Texts based on the number of the pillarets of the 
main pillar needs further description. The pillarets are part of the core of the 
main shafts. They are carved and relieved from the core. Only the bottom and the 
top end as are attached to the core, while the rest of the body of the. pillaret is 
completely detached from the core. It is interesting to know that these pillarets 
possess almost all the decorative components of a regular pillar such as base, 


shaft, capital and abacus. 


The shafts of these pillarets are also designed variedly. The shafts are 
designed cylindrical or multi-sided and sometimes even thinly fluted. It is 
interesting to note that nowhere a citrakhanda type of shaft appears as a pillaret. 
The shaft of the pillarets may or may not possess a sculptural relief almost in the 
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round attached to them in the front side (pls-121-122). Sometimes these pillarets 
are also attached to the core of the shaft from bottom to the top through 
traceries*’. These traceries are carved invariably in the space between the shaft 


and the pillarets. 
CAPITAL 


Capital is the part of the pillar found above the shaft. This is an optional 
member of the pillar shaft. Capital is the upper most member of the pillar. It is 
decorative in character and is not functional, except for the fact that increases the 
height of pillar. The capital normally consists of three parts. The lower is a wheel 

‘cushion type of moulding and commonly referred to as cushion capital. It is 
called as kumbha in Sanskrit. It is always monolithic. It is flat at the bottom and 
at the top. The sides are normally rounded and also smoothened*’ and sometimes 
even polished (pl-100). The sides of the cushion capital are some times carved 
with reliefs of faunal and floral designs“*(pl-99). Cushion capitals are some times 
designed to have indentations on their sides corresponding to the design of the 
shaft (pl-98). If the shaft is four sided the cushion capital may be square. 
Likewise, if it is multifaceted the capitals are suitably shaped”. Identical shape 
for the shaft and the capital was not a norm’’. It may change according to the 
taste of the artist”'. The shape of the capital also changes from time to time. Early 
forms are cushion like while the same is made thin, three faceted or even pointed. 
Good examples for three faceted capitals and pointed thin capitals are found in 
the Kalyana Chalukya and Hoysala temples. In the region of our study, remnants 
of three facet /pointed capitals are found preserved in some museums. Three- 


faceted thick capitals are noticed in the Hoysala temples of the region (pl-103). 


Above the cushion capital rests the mandi and phalaka, which are together 
always and made of one stone. It is referred to as palagai abacus by the art 
historians. It is an unique architectural motif invented by the Tamil artisans. 


However, this motif spread all over the south India very soon and became a 
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regular feature of the parts of the pillars as early as 9" century AD. This 
architectural member consists of two decorative parts, the upper and the lower. 
The upper part is carved like a thin square plank (pl-103). This plank may have 
sides upto four feet. The Text, refers to this as phalaka. The lower part is 
designed in the shape of a fully blossomed lotus with or without scalloped lotus 
petals, which is called as mandi. This concept is derived from the idea of placing 
a square plank on a blossomed lotus flower. Therefore, its Tamil name is palagai 
(plank) placed over idal (petals). 


In the region of our study, palagai abacus appears in the early period. The 
temples built by the Nolambas have this type of an abacus on almost all the 
pillars they carved. But, the pillars of the late Chola period seldom have this 
member of the pillar order. However, all the pilasters and pillarets of the Chola 
period have this motif carved above them. During the Vijayanagara period, the 
shafts and the pillars themselves were massive in nature, to suit the temples they 
built. To provide maximum stability to structures, pillars were made with 
minimum joinery. As already stated, cushion capital and palagai abacus are two 
extra members carved in separate stones placed above the shaft of the pillar. This 
increases the number of joints in the pillar. Therefore, these two parts are 
completely dispensed with and corbel brackets are directly placed above the 
pillars to increase the stability of the structure. The Vijayanagara pillars are no 
doubt massive in their character. The shafts are not only big but also variedly 
designed in their plan. Only citrakhanda types of pillars are square on plan, 
whereas other types of pillars are either square, deeply indented or irregular on 
plan. For such shafts, circular or square abacuses are not suitable. Therefore only 


corbel capitals were used uniformly on all the pillars. 
POTIKAS/CORBELS/BRACKETS 
Corbels or brackets are known by the name Potikas. Bracket is an 


architectural member, which is functional in nature. It is placed above the shaft 
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Fig 43. Different types of potikas. 
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of the pillar to provide additional support to the architrave. Brackets also help to 
a certain extent in the manipulation of the length of the architraves. In the 
Vijayanagara architecture, brackets often become multi-layered and each layer 
projects forward than its lower course. As a result the gap between the two 
columns is reduced. This method was adopted by the Vijayanagara architects, to 


cover the roof with shorter slabs. 


In dravidian architecture, corbel is called by the name ‘bddige’. Bodige is 
the derivative of the Sanskrit term pdtika. The brackets, based on the shape of the 
carving are classified into different types (Fig-42) like vrttapdtika (rounded), 
tarangapotika (wavy), puspapotika (flower shaped), Gdhdrapdtika (bevel and 
tenon type), mustibanda (voluted) and citrapétika (figural). The last of the types 
namely citrapdtika is different in form and shape. It is a cross bar placed 
between the pillar shaft and the architrave, at an angle of 45° degree from the 
shaft, and the upper end supports the bottom of the architrave. The junction of 
the cross bar and the architrave is slightly away from the top end of the pillar 
shaft. This gives an additional support to the architectural framework and this 
beam is converted into an attractive piece of artwork. The tdrana of the Stipa at 
Sanchi has a beautiful bracket in the form of a sculpture of a dryad 
(sdlabhanjika). The rock-cut cave number three at Badami has such bracket 
sculptures carved in the form of lovely standing relief sculptures of couples. The 
Hoysala artists mastered this craft and carved beautiful sculptures (madanika/for 


decoration) in addition to'the regular brackets. 


The different types of brackets mentioned above do the same function. 

But they are categorised as of different types based on their morphology and 
decorative carving made on them. Tarangapétika contains wavy scroll like 
design at the bottom of its projecting arm. Vrttapdtika is a bracket in which the 
lower part of the projecting arms is rounded like quarter circle. Adhdrapotika is a 
bracket just for support. But its lower part of the projecting arms has in the centre 
a square brimmed tenon like projections with its two side cut obliquely or 
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champhered or beveled. Puspapétika is a bracket where the lower part of the 
projecting arm contains the decoration of a hanging lotus flower with its central 
bud. Mustibandha is a type of bracket where the lower part of the projecting arm 
is in the shape of a volute or couple of volutes. Citrapdtika is the bracket where 
the lower part of the projecting arm of the bracket contains the relievos of the 


ganas or kubjas or any other figural subject. 


A study of the morphology of the brackets of the temples of Tamilnadu 
and Karnataka, would however, reveal that these is a gradual evolution or 
development of the designs of this architectural member. If the temples of this 
region are placed in a chronological order and the shafts of the brackets found in 


them or arranged, the order of shapes, stand as follows (Fig-43). 
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Puspapotika and its developed | 1250-1700 | Late Chola and Vijayanagara 


(See line drawings for details, Fig-43) 
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The results of this table can conveniently be applied to such of those 
temples of south India, to which no other means of dating is available, and 
approximate dates can be ascribed to temples. This analogy is useful also to 
determine the approximate chronology of different structures within a huge 


temple complex. 
BHADRAKASTAMBHA/ENGAGED COLUMNS 


Engaged Columns are called by the name bhadrakastamba in the Texts. 
Engaged columns are regular columns meant to bear the load of the structure. 
They are partially covered by the wall of the structure. They support the 


framework of the architraves. The interspaces of the engaged pillars are filled by 
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screen walls. Since very early days, the use of engaged pillars is known and it 
continues even in the modern period. Engaged pillars are used in structures built 
out of mud, brick and also stone. The Texts prescribe that the bhadraka is to be 
placed projecting one fourth, half or one third from the line of the wall. They are 
also neatly designed and decorated like freestanding pillars of the building. But 
the decorations are limited to the exposed portion of the shaft only. Engaged 
pillars are also provided with pedestals, capitals, abacus and corbels (pl-128). 
They are also decorated with simple carvings such as indentations horizontal and 
vertical mouldings etc. Scrollwork, figural and faunal motifs are generally absent 
on the shafts. Construction of the bhadrakastambha is also similar to the regular 
pillars of the structure. A rare instance of the shaft of the bhadrakastambha made 


of two pieces of stone and joined is also noticed™. 


Generally the bhadrakastambha possesses a square shaft and square capital. 
Bhadrakastambhas are always noticed in the interior of the temple and they are 


seldom seen on the outer face of the wall surface. 


So far, the general characteristic features of the pillar types and their different 
parts have been discussed in detail. Now, the typology of the pillar of the temples 
of the region of our study is discussed chronologically and _ stylistically 
highlighting the notable features. It has also been said that the order of pillars 
suggests a chronological and stylistic development of the temple architecture of 
the region. Based on the observation of the chronology and typology of the 


pillars, three broad divisions have been made. They are: 
1. The pillars of the early period (From 7" century to 1100 A.D.) 
2. The pillars of the Middle period (From C. 1100 A.D. to 1336 A.D.) 


3. The pillars of the late period (Circa — 1336 A.D. to 1650 A.D.) 
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‘Fig 44. Pallava style pillar (Bramhakdanta) found at Namakkal Caves, 


Not to Scale 


PILLARS OF THE EARLY PERIOD 


The earliest of the pillars to be noticed in the region are found at the rock- 
cut shrines of Namakkal (Fig-44). These pillars resemble the early Pallava pillars 
of the Mahendra period, but no champhering of the corners of the central part of 
the pillar is noticed here. Instead, a relief of a lotus is carved on each of the four 
faces. No capital or abacus is carved for the pillars. Only tarariga pdotika is seen 
above the shaft. 


NOLAMBA ORDER OF PILLARS: 


Pillars of structural temples appear only from the end of 9" century A.D. 
onwards. Two Nolamba temples built at Dharmapuri have neatly carved pillars 
having all the members of the regular pillar as seen in the Pallava temples (pl- 
98). They possess an ornate pedestal, shaft having cubical carved bases, 
cylindrical and many sided types of shaft, kumbha, mandi, phalaka and 
tarangapotika. The shafts also have decorations of vallimandala, faunal, floral 
and figural decorations carved crisply. Some of the pillars also possess 
mythological episodes, of which some are not identified for certain. These pillars 
are variants of the regular Nolamba order of pillars found in the heart land of 


Nolambavadi. 


The elevation of the Nolamba pillar shaft, based on the decoration, can be 
divided into four parts of almost equal size (pls-99-100). The first part, which 
forms the bottom, is always cubical. Above this, the second part is indented 
square or multifaceted or cylindrical. The third part may be cubical or cylindrical 
or multi-faceted. The fourth part is always cylindrical like a ghata with a neck. 
Lowest part of the pillar shaft is generally simple and plain. But rare instances of 
relievo panels are also found. The pillars of the Dharamapuri temples in the 
region of our study come under this category. The second part of the shaft may 
be plain like a cylinder or octagonal or indented square. If it is cylindrical, 


simple, horizontal cable mouldings,muktdgrdsas,vallimandala (pl-101) are 
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noticed. The upper part of the corners of the lower cube may also possess a tiny 
sedant lion. If the shaft is octagonal, it may have the small narrative panels or 
vallimandala muktagrdsas etc. The third part of the shaft, sometimes, is the 
continuation of the second part or it is cubical again. If it is cubical, it may 
contain narrative panels or muktagrdsas, vallimandalas, kirtimukhas or other 
decorations. The fourth part of the pillar shaft is always stylized like a vase, 
either round or multi faceted. Generally this part is smooth and polished with 
some simple mouldings and prominent neck. Occasionally this part may have 
floral or figural relief. The delineation of the pillar shaft in the mode described 
above is typical to the pillars of Nolamba period and region, therefore they are 
described variedly as Nolamba order of pillars, pillars of Nolamba style, order of 


pillars of the Nolambavadi style, etc. 


The region of Dharmapuri, under discussion, possesses pillars of 
Nolambavadi style with little variations, which are the result of the artistic 
calibre of the creators of these pillars. The Nolamba rule over this region has 
been clearly established during the 9" and 10 Centuries. These temples, being 
the creation of that period, may be ascribed for certain as belonging to Nolamba 


School of art. 
THE PILLARS OF THE MIDDLE PERIOD 


This period extends from about 1000 A.D. to circa 1336A.D. During this 
period, the area of our study came under the political sway of the imperial Cholas 
and also, the Hoysalas, depending upon the political vicissitudes. Therefore, both 
the Chola order of pillars and the Hoysala order of pillars are noticed in the 


temples built during this period. 
CHOLA ORDER OF PILLARS: 


The Cholas occupied the region by about the end of 10 Century AD. 
Over thirty-five temples built under the patronage of the Cholas are noticed. 


These temples are small in nature. Many of them are simple structures having 
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only a sanctum and a vestibule. Gidhamantapas were added to some of these 
temples during 13" the century by the Chola successors. As the temples, built 
during beginning of the Chola rule, have only the garbhagrha and antarala, no 
pillars are found used in their construction. Hence, it is difficult to ascertain the 
nature of the Chola order of pillars in the region. Based on the shape of the 
pilasters on the outer wall of the sanctum one has to ascertain the features of 
Chola order of pillars of these days. The details of these pilasters are discussed in 
the section on Dhitti. During the later Chola period, as stated above, 
giidhamantapas were added to the existing temples and also new temples with 
gudhamantapas were constructed. The pillars of these giidhamantapas are no 
longer in the regular order of the Chola pillar. Instead, they possess a new and a 
different type of shaft identified as citrakhanda type. These types of pillars are 
available in plenty in structures of the late Chola period. It is a point to be noted 
here that the art historians have generally opined that the citrakhanda variety of 
pillars is an innovation of the artists of the Vijayanagara-period. But from the fact 
that they already appear in the Chola temples of the Kulotunga period, it 
becomes clear that they were the innovations of the artistic genius of the Cholas, 


which became popular during Vijayanagara period. 
HOYSALA ORDER OF PILLARS: 


The Hoysalas came to political supremacy in Salem region during the last 
quarter of the 12" century A.D. The first important ruler of this dynasty who 
ruled independently was Vishnuvardhana, son of Ereyanga. At the time of 
accession to the throne southeastern parts of Karnataka were under the rule of 
Chola suzerainty. Vishnuvardhana, soon after his accession expelled the Cholas 
from Karnataka and occupied Gangavadi and Nolambavadi provinces. From then 
onwards till the end of the rule of the Hoysalas, south eastern parts of Karnataka 


and parts of Salem region, continued to be under the rule of the Hoysalas. 
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The Chola rule over southern parts of Salem region lasted only for about 
130 years, after which these areas were ceded by the Hoysalas. Though the rule 
was short, the impact of the Chola rule over this region lasted for several 
centuries even after. This is a strange yet true sociological factor. The reason for 
this is that this area was a buffer region between Tamil and Karnataka cultures. 
The impact of both the cultures on this region has already been discussed before. 
It is also a fact that the impact of Tamil tradition was stronger than that of the 
Hoysala tradition in this region. It is very clearly reflected in the temples of this 
region, Dravidian temple art as practiced during the Ganga/ Nolamba and Chola 
dynastic powers continues to wield its influence on temple art during the Hoysala 
period also. Not a single soap-stone temple is noticed in the region and so also 
the soap stone pillars. So, based only on the scanty architectural forms available, 


the Hoysala style of art, particularly those of pillars, is analysed here. 


In the study and classification of Hoysala order of pillars, all those types 
of pillars that occur during the period of the Hoysala rule in the region are taken 
into consideration. However, those pillars which have close affinity to the forms 
of those found in their heartland, are discussed first and considered as belonging 
to the Hoysala order. The rest of the types that are studied here are nothing but 
the continuation of the existing types of pillars of. the region. A point to be noted 
here is that the Hoysala order of pillars, found scantily in the region of our study, 
in spite of the influence of the art style of this region, have retained their original 
form in their execution. This is very clearly noticeable in the carving of the shafts 


and the design of corbels. 


TYPE-I: This type of pillar resembles the typical Hoysala lathe turned form of 
pillars (pl-102). Each pillar contains a separate carved pedestal. The base of the 
pillar is cubical and slightly taller. Above this is a cylindrical shaft. This portion 
consists of closely spaced concave, convex, cable and flat mouldings, which are 
parallel throughout. The central part of the cylindrical shaft is moulded in the 
form of a ‘bell’. This ‘bell’ portion contains vertical bands of creeper scrolls, 
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band of beaded string festoons, tassels etc. The finish of the shaft is smooth and 
polished. The upper end of the shaft is designed like a ‘vase’ shaped moulding, 
typical of the Chola order of pillars. This part is decorated with reliefs of thinly 
carved patrdlankara. Above this is the kumbha moulding, round and polished 
with neatly carved dalapadmas below and above. Above this are the mandi and 
phalaka. The corbels resemble the Mustibandha type, commonly seen in the 
pillars of the Hoysala heartland. The lower part of the corbel is beveled with a 
central band. The lower end of the corbel is turned downward to look like a 
volute. As this reminds us of a fist turned downwards, it is called by the name 
mustibandha potika. The total form of the pillar gives the impression that it is a 
blend of Nolamba and Hoysala order of pillars. In the decoration of the above, 
from the base up to the bottom of the vase is Hoysala in its treatment. The ‘vase’, 
its floral reliefs, the kumbha, mandi and the phalaka are Nolamba in their 
execution. As the region was under the influence of Nolamba, Chola and Hoysala 
rule, the art forms of all the three schools are found blended in the carving of the 
pillars. These features can also be noticed in the Type II form of pillar described 
below. The entire pillar is made of granite. Only six pillars of this type are 


noticed”. 


TYPE-II: This type of pillar is a variant of the above-described type (pl-103). 
Above the cubical base octagonal horizontal bands are carved. Above this, 
vertical flutings interspersed by plain bands are neatly done. The mdlasthana is 
placed above these vertical flutings. The kumbha has dalapadmas on its body. 
The kumbha is nicely smoothened with a broad central median. The lower part 
of the corbel is beveled with a central band. The entire pillar is made of granite. 


Only four pillars of this type are noticed™. 


TYPE-III: Above the cubical base, neatly carved ratnapattika and dalapadmas 
are carved (pl-104). Above this, the shaft becomes sixteen sided with the usual 
malasthana. Above the malasthana a horizontal band of kalpavalli is carved. The 
‘vase’ is also multifaceted like that of the shaft with dalapadmas on the kantha 
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and the base. The kumbha is comparatively thin and three faceted. The mandi 
and the phalaka are of the usual type. Good numbers of such pillars of this type 


are noticed in the area of our study”. 


TYPE-IV: The base is cubical. The shaft is cylindrical, polished and 
smoothened (pl-105). The upper end of the shaft has horizontal cable mouldings. 
Above this is the ‘vase’ like shaft. This is a typical example of isakanta pillar 
mentioned in Silparatna. This is a simple and beautiful cylindrical pillar of the 
period of the Hoysala king Ramanatha deva. An inscription of this king is also 
found on one the pillars of this type. Only four examples of this variety of pillars 
in a group are noticed**. Though the general form of pillar looks more like Chola, 
the workmanship, the polish and the inscription on it make us feel that it may be 


an imitation of Hoysala idiom. 


During the first quarter of the 14" century, a few chiefs called by the 
name Purvadhirajas ruled the northern part of Salem region as the feudatories of 
the Hoysala king Ballala II. Under their regime a few temples are known to have 
been constructed in the region. The pillars of these temples have a different form, 
quite different from the preceding Hoysala and the succeeding Vijayanagara 
schools of art (pl-106). But they possess the traits of both the schools of art, 
hence may be classified as the pillars of the transitional period. They are found 


only in four numbers placed in a group in a temple at Bagalur’’. 


Each pillar of this type has an ornate pedestal, a cubical ornate base, a 
multi faceted shaft, kumbha, mandi and phalaka. The contour of the pillar is 
interesting for its shape, because, from the cubical base up to the bottom of the 
kumbha it is tapering. The cubical base has relievo sculptures on all its four sides. 
The four corners of the base have patra motif with everted ends. The multi 
faceted shaft in the middle has the muktdgrdsas. Above the muktagrdasas, 


conventional vase with scalloped elongated lotus petals, and deep grooves in 


202 


between is carved. The kumbha is thick and round and three faceted. The mandi 


has deeply scalloped lotus petals. The phalaka is of the usual type. 


The corbels are of the early Vijayanagara order. They have the long- 
flexured arms that terminate with puspa and mukula. The pillars are made of 
granite. The detailed decoration of the shaft indicates the influence of 
Nolamba/Hoysala schools of art, while the base and corbels reflect the early 


Vijayanagara features. 


It is stated already that, certain of the architectural motifs, like the 
citrakhanda pillars, ascribed to be those of the Vijayanagara architectural style, 
were already is existence, is the region of our study, during the late Chola is pre- 
Vijayanagara times. One more architectural motif, ascribed by art historians to 
Vijayanagar school of art is the puspapdtika, even this puspapdotika motif appears 
in the late Hoysala period, in the temples of the region of study, examples are the 
puspapotika is the temples under reference built by the Purvadhirajas in the 
region, where puspapdtika are noticed. Therefore it may be clearly said that 
certain of the architectural forms such as the citrakhanda pillars and puspapotika 
were already is use in the region during the pre Vijayanagara days and were 
continued in the architecture of the Vijayanagara period. It is also a known fact 
that many of the monuments of Hampi, the capital seat of the Vijayanagara 
empire were built by architects, who hailed form Tamilnadu. Therefore, it is 
natural that the architectural traits that existed in the Tamil country during the pre 
Vijayanagara art appeared prominently, and ona grand scale in the Vijayanagara 
art of Hampi and got recognized by the art historians as the special traits of 


Vijayanagara art. 
PILLARS OF THE VIJAYANAGARA ORDER: 


The period of Vijayanagara rule from 1336 to 1565 AD heralds a splendid 
era in the history of temple architecture of Karnataka in particular (Hampi or 


Vijayanagara) and south India in general. In the region of our study, the 
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Vijayanagara order of pillars are noticed in temples constructed by the Nayakas, 
who ruled this area as the feudatories of the imperial Vijayanagara rulers. The 
style of carving of pillars in this region reflects not only the continuation of 
certain elements of the Chola order but reflects certain innovative features. 
Temples of huge dimensions, with imposing architectural and sculptural forms, 
were constructed during this period in this region. During the Vijayanagara rule, 
Salem district and its adjacent parts formed an important territorial division as it 
lay between the Vijayanagara capital and the Tamil heartland. The region has 
gigantic temples built in the grand Vijayanagara style. Therefore the region of 
our study forms a fertile area for the study of the temple architecture of the 


Vijayanagara period. 


The Typology of the pillars of the Vijayanagara period has already been 
introduced briefly in the beginning of this chapter. Now an attempt is being made 
here to study these pillar types in a detailed manner. The Vijayanagara pillars can 
be classified broadly into five main types, with certain variants. They are all 


monolithic pillars generally carved out of the locally available granite. 


TYPE-I: This type of pillars belongs to the citrakhanda variety. Almost all the 
temples of the Vijayanagara period possess this type of pillars. These pillars 
represent a continuation of the older practice seen during the late Chola period. 
In this variety of pillars, the carvings made on them vary from simplest, relief- 
less shaft to very ornate and luxurious one. Citrakhanda variety of pillars may or 
may not possess a pedestal so also the ornamentation. If the shaft is tall and 
massive, on the base of the pillar itself the details of the pedestal are also carved. 
Wherever the pillars are a structural necessity, in such places, generally, 
citrakhanda pillars only are preferred. This type of pillars is simple in its 
execution and are only utilitarian in character. Citrakhanda type of pillars 
contains a shaft having three cubical parts interspersed by octagonal or many- 
sided shaft (pl-107). The four faces of all the three cubes contain relievos of 
various subject matters. The wealth of details that are found in these carvings are 
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to be seen to believe. The information, these carvings provide are highly useful 
for the understanding of the contemporary socio-religious conditions of this 
period. No capital or abacus is provided on the shaft. Above the shaft directly 
rests a puspapotika. 


TYPE-II: In this type, the pillar possesses a square shaft, which stands above an 
ornate pedestal designed like a miniature shrine. The design of the shaft contains 
repetitive shrines placed one above the other in multiple tiers. Hence, it is called 
by the name Kdstakanta. The shaft may be indented vertically also and 
sometimes slightly tapering. This type of a design is definitely, an innovation of 
the artists of the Vijayanagara period. But this type of pillars is not found in the 


region of our study. 


TYPE-III: This type of pillar is popularly known by the names vy@lakanta, 
simhakanta and asvakanta. In this type the pedestal, the shaft and its adjoining 
animal figures are all designed and carved in one block of stone. The pedestal is 
common here to both the shaft and its adjoining sculptural motif. The shaft 
belongs to the citrakhanda variety. To this shaft, on one or two sides, the 
sculpture of the animal is attached. Pillars of this type are normally found carved 
in the open mantapas of the temple, there also, on the outer periphery of the 
group of columns, sometimes, even in the inner quarters of the mahamantapas° S 
These animal representations are all in the rampant posture. Vydla figure is the 
major statuary of this type of pillars. Normally, they carry human mounts, often 
holding the weapons of offence and defence. The vydlas rise up on their hind 
legs, which are generally placed on a seated elephant. These vydla figures with 
their soldier mounts represent effectively the martial spirit and the military 
prowess of the Vijayanagara army. The height of the vyala may extend up to the 
lower end of the upper-most cuboid. Above this the gap between the vydla and 
the puspapdtika is covered by vibrant floral motifs or other suitable architectural 
or decorative motifs. This design for the pillars is the contribution of 
Vijayanagara artists. They begin to appear in the heartland (Hampi) from the 
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beginning of the 14" century. The medium used for the carving of these pillars is 
invariably the hard granite. The height of the shafts of these pillars varies from 


ten feet to fifteen feet. 

Texts mention three types of ydii pillars. 
i. Vyalakanta- Shaft with rampant vydla 
ii. Simhakanta. — Shaft with rampant lion 
ili. | ASvakanta~— Shaft with rampant horse 


Vyalakanta pillar possesses rampant vydlas (pls-108-111). The vydla is an 
animal, which is the hybridised form of a lion and an elephant. The vydla holds 
its elongated trunk, with its fore legs which is a unique feature of this form. 
Sometimes, it is shown as standing over a squatting elephant or vyala and their 
trunks are entwined. This variety of pillars may or may not have mounts on them. 
These pillars are found in good number in the region of our study®”. Vydla is also 
carved on three sides of the shaft, but such ‘pillars are not found in the region of 


our study. 


Simhakanta pillar possesses a leogriff attached to the citrakhanda shaft 
(pl-112). This type of pillar is found in large numbers throughout the 
Vijayanagara kingdom. This is a unique feature of Vijayanagara style of pillars. 


This variety of pillars is found abundantly in the region of our study”. 


ASvakanta pillar possesses a rampant horse attached to a citrakhanda shaft 
(pls-113-114). These horses always have human mounts and are quite tall. The 
pillars of this type are found in umpteen numbers in Tamilnadu but rarely noticed 
in Karnataka. Asvakanta variety is noticed in quite good numbers in the region of 
our study”. Some variants of this type of pillars are also noticed. They are called 
variants not because of the change in the theme of the figural sculpture, but in the 
depiction of these figural sculptures. One can see a qualitative and quantitative 


change in the representation of the figures of the forms of these animals. They 
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are shown in the round as well as in reliefs” (pl-115). They are also shown in 
smaller and bigger forms. Wherever they are shown in relief they are of course 
carved as rampant animals identically on the both sides of the bhadra part of the 
pillar shaft. Sometimes they are mounted by humans and sometimes without 


human mounts. 


TYPE-IV: This type of pillar looks like a pier. It is monolithic in nature. 
Occasionally, it may have a separate pedestal also. In most of the instances, the 
pedestal is carved as the part of the same block of the stone of the pillar (pls-116- 
117). The main pillar shaft is of the citrakhanda variety decorated and relieved 
with sculptures on three of its open sides. The fourth side, which is mostly the 
front side, is extended forward almost equal in dimensions to that of the main 
shaft. In the centre of this portion an ornate pillaret is relieved. The shaft of the 
pillar only is separated from its core, but its bottom and top ends are attached to 
the extended portion of the main shaft. The pillaret is carved with all the 
decorative details of an ornate pillar: This pillaret may have a square or multi 
faceted shaft. Above the pillaret the space left is filled by architectural or similar 


suitable decorative designs. 


In the area of our study pillars with single pillaret (Fig-45e) and triple 
pillarets, are noticed. If the pillarets are three they are carved on the outer faces 
of the main shaft on the two outer faces at the corner in-between the two (Fig- 
45a, pl-118). If the pillars are carved facing the inner side of the court, this 
arrangement is reversed to face the central bay of the hall (Fig-45b, pl-119). 
These pillarets may have a sculpture of a divine or a secular theme, carved 
almost in the round, attached to its shaft. The interspaces between the shaft of the 
pillar and the pillaret may or may not (pl-120,120a) have a tracery or a relief of 
the same. They are all shown as supporting a common canopy above. The pillars 
of this order found in the region of our study are just imitation of their 


counterparts found at Hampi. 
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Fig 45, Plans of types of samyuktastambhas of Vijayanagara period. 


Not to Scale 


TYPE-V: This type of pillar is a variant of the Type-IV described above, but 
they are classified here as belonging to a different type because of their 
exuberant quality of carvings and wealth of decoration found on them. In this 
type, the main shaft of the pillar is of the citrakhanda variety, very luxuriously 
decorated and richly carved. The fourth side of the pillar contains an additional 
member in the form of a life size sculpture almost in the round (Fig-45f ,pls- 
121,122). These sculptures are carved adjoining the bhadra pillaret behind. 
Every part of the pillar from bottom to the top is profusely carved and richly 
decorated. The sculptures found here are mainly of divinities and temple patrons 


attractively poised and decorated. 


Rarely the bhadrakastambhas, as mentioned earlier possess a bhadra 


pillaret also. 


TABLES OF PILLARS TYPE 


Name of the Bieaulaiaal Texts /Chapter/Verse 


feet Mayamata- 15- 13 Four sided shaft 
Manasara — 15- 10 
Kasyapasilpa- 8 — 10 
Silparatna- 21- 58 
[sanasivagurudévapaddati- 31- 10b-1la 
Kamikagama- 53-16 
Visnukanta Mayamata- 15- 13 Eight sided shaft 
Manasara — 15- 10 
Ic 


Kasyapasilpa- 8 — 10 
Silparatna- 21- 58 
Isanasivagurudévapaddati- 31- 11b 
Kamikagama- 53-17a 
Mayamata- 15- 15 
Manasara — 15- 10 
Kasyapasilpa- 8 — 15 
Silparatna- 21- 60b-61a 

I$anasivagurudévapaddati- 31- 23 
Kamikagama- 53-20b-21a 


| Silparatna- 21- 60a Cylindrical 
Isanasivagurudévapaddati- 31- 10b-1la 
Kamikagama- 53-20a 
feces [sanasivagurudévapaddati-31-30b-31a [| | 


208 


a Name of the pillar Texts /Chapter/Verse 


Kamikagama- 53-27-29a ee ss 
Suryakanta/ Kasyapasilpa- 8 — lib 12 sided shaft 
Bhanukanta Silparatna- 21- 59b 


Isanasivagurudévapaddati- 31- 24b 
Kamikagama- 53-18b 


| 6._| 
kil ——d 
Silparatna- 21- 59b 
Isanasivagurudévapaddati- 31-22 
Kamikagama- 53-20b-18b 

29 ae 
| 10. | fore eet oe al 
pM. | 


Sribandha Silparatna- 21- 68 
10. Padmapaduka Kasyapasilpa- 8 —17-19a 
Silparatna- 21-62a-63b Shaft with lion 


Isanasivagurudévapaddati- 31-25 
Kamikagama- 53-40 
13. Vyalapada Kasyapasilpa- 8 — 19 Vyala based 
Isanasivagurudévapaddati- 31-25 pillars 
Kamikagama- 53-44 
14 Vyalakanta Silparatna- 21-62-63 Shaft with 
, rampant vydla 
motif 


15. Gajapdada/ Kasyapasilpa- 8 — 20 Elephant based 
Ibhapada Silparatna- 21- 62-63 pillar 

Isanasivagurudévapaddati- 31-25 
Kamikagama- 53-44 


Bhutakanta/ Silparatna- 21- 62-63 Goblin based 
Bhutapada [sanasivagurudévapaddati- 31-25 pillar 
Kamikagama- 53-44 
17. Sivacchanda Kasyapasilpa- 8 — 15-16 Shaft with 4,8 
and cylindrical in 
form 


| 18. | Rudracchanda _| Mayamata- |5- 17a 
bel Rlaenaiall IRs 
shaft 
20. Skandakanta/ Manasara — 15- 11b 
Indrakanta/ Kasyapasilpa- 8 — 10b 
Kaumaram Silparatna--21- 59a 
[sanasivagurudévapaddati- 31-21 
Kamikagama- 53-18a 
| 21 | Purvasra—| SSS“ Mayamata-15-13-16 | 
Five sided shaft 
23. Citrakhanda Mayamata- 15- 22b-26a 

Silparatna- 21- 67 
| 24. [| Citrakantha_ | Manasara-15-13-15 [| 
| 25. | Kosthasthambha | __—=——sManasara— 15-42-49 [| 
| 26. | Srikhanda_|_—SC“Maayamata-15-26 | 
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No Name of the pillar Texts /Chapter/Verse 


Kumbhasthambha Manasara — 15-37- 42 
Mayamata- 15- 26a 


aes: 
Sareea 
29. Padmakanta Manasiara — 15- 
Kasyapasilpa- 8 — 
Sundupada Mayamata- 15- 20-22 — 


Kasyapasilpa- 8 —20-22 
REFERENCES 


Silparatna- 21- 63-64a 


Tsanagivagurudévapaddati- 31- 16 


— 


Brihatsamhita Ch 5, v 28 

2 Mayamata Ch-15.Manasara-Ch-I5, Ajitigama — Ch-14-pp 54-63 Isanasivagurudevapaddati- 
Kriya- 31- 19-74, Shilparanma 21-42, Kamikagama Ch 53, Kasyapasilpa Ch 8 deals with the 
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CHAPTER-IX 
OTHER ARCHITECTURAL MEMBERS 


PRANALA 


Prandla, also called by the names sdmasiitra', nala, vyalavari and 
nirmalyadwara is a stone drain/chute provided to the sanctum of the temple to let 
out the oblation water from the sanctum. Prandlas are also provided to the 


terrace of the temple for draining at the rainwater. 


Texts prescribe that prandlas should be carved preferably in stone (pl- 
128a) or may even be built out of wood and brick”. The Texts also deal with the 
prandalas with their provision, their function, their placement, their measurement 
and their design’. Besides the description given in the Texts the creativity, the 
imagination and the artistic genius of the artist also played an important role in 
the carving of the prandla. Therefore, prandlas of varieties of designs mentioned 


in the Texts as well as of other designs are noticed. 


Prandalas are carved out of a long beam of stone. A deep groove is cut 
with some portions of it drilled to make the water flow easily. This groove is 
called by the name ambumarga or jalamadrga. Sometimes, the prandla may also 
consist of two parts, namely, the upper beam and the lower beam. The groove is 
cut deeply on the upper surface of the lower beam and the lower surface of the 
upper beam and they are placed one above the other to form a long stone chute. 
The prandla begins from the floor of the sanctum and projects forward outside 
the plinth to a distance of about three to five feet. The hidden part of the prandla 
inside the wall is just a stone channel deeply grooved at the top to allow the 
water to flow easily. The tip of the prandla outside is usually decorated to the 


taste and ability of the artist. 


In the case of a sandhara temple, it is difficult to provide a long single 


shaft from the inner side of the sanctum to the outer side of the shrine. In such 


cases, stone drain is provided from the sanctum to let out the oblation water. This 
water flows through the open chute and passes through the floor of the 
circumambulatory path wherein it enters the s6masitra and flows out of the 
shrine. A good example to this is the Brihadishwara temple at Tanjavur. It was 
also not mandatory for the architect to fix the prandla to the central part of the 
sidewall of the garbhagrha. Depending upon the structural necessity the 
prandalas were fixed either at the centre or at any convenient part of the sidewall. 
Number of examples of this kind are noticed in Tamilnadu. The above-cited 
Brihadishwara temple has the prandila fixed slightly towards the right side of the 
central part of the shrine wall’. 


The prandala always projects forward from the building cutting through 
any part of the moulded plinth. The stone drains, which project from the plinth 
and are carved in stone is classified as sancita i.e. masculine variety. Texts give 
the freedom to place the prandla in any position of the plinth according to the 
convenience of the builders’. Texts also specifically say that it can come out of 
the building cutting through the prati or vajana or pattika/kapodta or gala or 


kumuda or jagati or the upana’. 


Texts also give different measurements for the carving of the prandlas. 
But they are all singular in their opinion regarding the cutting of the groove of 
the chute. They say that there should be a gradual slope towards the outer end of 


the pranala. The surface of the groove should be uniformly sloped. 


The pranala may be constructed to any building or any part of the temple, 
but the projection should be given only to the prandla of the garbhagrha and not 
to any other pranala of the building’. For other parts of the building, the Texts 
say that only a hole should be provided in the plinth to let out the water and no 
projection of the water chute should be visible from outside. Such prandlas are 


classified as asajicita i.e. feminine and upasaficita i.e. neuter. The stone drains, 
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which project from the plinth and are carved in stone is classified as saficita i.e. 


masculine variety. 


Regarding the orientation of the prandlas, the Texts prescribe certain rigid 
rules regarding the same. They mention that the prandla should always be 
provided to the left (i.e. left wall) side of the installed deity®. It should never be 
placed to the south or the west. Exception to the first rule is seen at many places. 
It is the general practice of the builder to build the temples facing east. Then the 
left side of the deity will always be north. Less frequently temples are built 
facing west. In such cases the prandla is not provided to the left i.e. the south 
side but they are fixed towards the right side i.e. the north. In almost all the 
trikiitalayas of the Hoysalas, one shrine or the other in the trikiita complex will 
be facing the north. In that case the prandla cannot be kept to the left side 
because it is the west. In such cases it is kept to the right side i.e. the east. The 
intention behind pursuing such restriction regarding the placement of the prandla 


is not mentioned in the Texts. But this may be surmised thus. 


South being the direction of Yama, the god of death, probably that 
direction was considered inauspicious and avoided. The west, according to the 
Texts, is also to be avoided. The reason perhaps is that this direction being the 
residence of god the water god viz Varuna. The nirmdlyatirta i.e. the water used 
for bathing the god should not be again mixed with the pure water, which is 
believed to be in the western direction. Therefore two directions were avoided 
for the placing of the prandlas in the temples. This system is strictly followed by 
the builders in the temples of the region of our study. But deviations to this rule 
are noticed during later periods. Rare instance of a prandla fixed facing west is 


also noticed’. 


Regarding the provision of prandlas to different types of mantapas of the 
temple complexes, Texts are very liberal in their specification. They mention that 


the mantapas can be provided with the prandla in any or on all the four 
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Fig 46. Prandlas as mentioned in the Texts for the four castes 


a) 


b) Simhavaktra — Ksatriya 


©) — Gajavaktra (Gajésta) — Vaisya 


\ 


d) § Makaravktra ~ Siidra | 


directions of the mantapas. But the condition is they should always be of 


aisaficita or upasajficita variety and never of the saficita variety. 


The Texts, as said earlier, prescribe different media for the making of the 
sOmasitra. Depending upon the medium used for the prandla, they are classified 


into three categories. They are: 
1) Saficita 
2) Asafticita 
3) Upasaiicita 


Sajicita means a prandla made out of hard material i.e. stone, and it is 
considered as masculine. The stone, prandla should project forward considerably 


from the vertical norm of the plinth’®. 


Asaficita means a prandla made of the softer media like wood and brick. 
There should be no projection to this prandla from the vertical norm of the plinth 
line. Only the orifice should be visible from outside. This is considered as 


feminine in class!'. 


Upasaicita is a prandla again made of softer medium i.e. brick and wood. 
It may have just an orifice or a projecting stem. This is considered as neuter in 


class’. 


In the carving of prandlas, artists have adopted various designs and 
decorative motifs for the mouth of the prandla (Fig-46). Texts prescribe that the 
mouth of the prandala can be decorated in the form of the mouth of a lion 
(Simhavaktra) (pls-129-130), cow (govaktra) (pl-131), elephant (gajavaktra) (pl- 
132), and crocodile (makaravaktra)"? (pl-133). Besides these kritrimamukha, 
bhitapranala, matahga makaralsounda makara (pl-134), vyalamukha and 
mrnalika are also mentioned. The Texts also prescribe that the surface of the 
projecting shaft of the pranala may be decorated with kaplavalli, muktagrasas 


and other such decorative designs. Besides these the wealth of imagination of the 
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artist is also used to enhance the beauty by luxurious decorations. Artists have 
made some more additions to the simha and makara mukhas such as tiny images 
of warriors coming out of the wide open mouths of the simha and makara, 
bharavahakas represented as supporting the shaft of the prandla, the relief of 


mitunas seated on the makaras etc!’ 


The Texts go further and prescribe that the govaktra pranala is to be used 
for the houses of the Bramhanas. Likewise, the simhavaktra pranala for the 
kshatriyas, the gajavaktra prandla for the vaishyas and the makara prandla for 
the shudras'°. However, all these types are found to have been used in the 


temples and only such examples are available to us. 


The vaktras may be at the beginning of the exposed shaft of the prandla 
or at the tip of the prandla’®. If the vaktras are provided at the beginning of the 
exposed shaft, then the tip of the prandla is always made to bend downwards and 


the tip is designed in the form of the mrnalika (blossomed lotus). 


The prandlas of the early period are simple in their execution and in 
decoration (pl-135). Even though the decoration is less, it is possible to classify 
them into different types. During the Vijayanagara period, the prandlas become 
more ornate in decoration and elegant in their form and it is even possible to 
classify them as belonging to Vijayanagara (pl-136) and Post-Vijayanagara 
periods on the basis of their decoration. For example, the tip of the prandlas are 
carved like a padma with or with out mukulas. There is a difference in the 
carving of even the mukulas from time to time. Early mukulas are blunt at the tip 
while the same in the later examples are carved with pointed tips. The elegantly 
flexured shaft also in the later examples gets a supporting arm at the bottom. This 
is a feature noticed in the corbels above the pillars of the contemporary period 


inside the temples'’. 
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During the Vijayanagara period, some of the ornate prandlas have also 
been provided with an ornate water-collecting tank below the prandlas (pl-136). 


This tank may be monolithic!® (pl-137) or masonry” (pl-138) in nature. 


In the region of our study, all the varieties of pranalas mentioned in the 
Texts are noticed (pl-139). Besides, variants of the four types and their 
hybridized varieties are also noticed. A detailed study of the prandlas found in 


the region is made here. 


Before going into the description of the different types of the prandlas of 
the region of the study, it is to be said that the decorations of simha, makara and 
vydla are sometimes confusing and hence the classification made here is not 


beyond correction. 


SIMHA VAKTRA: Prandlas, having the decoration of the face of a lion is 
called simhavaktra or simhdasya (pls-129-130). This type of prandla occurs in 
umpteen numbers in the temples of the region. The earliest occurrence is at 
Pillur’’ datable to 10" century and this type continues to be in use during the 
succeeding centuries also. All the prandlas of this type have the simhavaktra at 
the beginning of the exposed shaft. The tip of the shaft is bent and it terminates 
like a blossomed lotus flower. All these prandlas are monolithic. These prandlas 
have exposed ambumargas throughout its length. Therefore the face is 
sometimes relieved on the two sides of the shafts. Globular eyes, pronounced 
nostrils, the upper jaw and the manes of the lion are all carved distinctly. In the 
carving of the shaft of the prandla, - sometimes, the surface is made 


multifaceted”!, sometimes even ribbed”, grooved and ridged. 


GOVAKTRA: Only one example of this type is found in the region in the 
Amman shrine of Kayanirmaleshwara temple at Attur datable to 13" century (pl- 
131). The head of the cow is carved at the beginning of the shaft. The crescent 
shaped horns and round eyes are very clearly carved, which helps to identify the 


subject as that of a cow. From the wide-open mouth of the cow emerges an 


217 


octagonal shaft, which bends forward and terminates in the form of a padma with 


double rows of petals and a mukula at the tip. 


GAJAVAKTRA: Prandala possessing the decoration of an elephant face is called 
by the name gajavaktra (pl-132). The synonymous terms mentioned in the Texts 
are gajadhara, gajosta and ibhavaktra”?, Only one example of this type is 


1" century’. The head of the elephant is relieved 


noticed in a temple datable to 1 
at the beginning of the shaft. The spiral trunk of the elephant is also carved near 
the face, The ears are carved distinctly to look like those of an elephant. From the 
mouth of the elephant emerges a heavy square shaft, which bends immediately 
downwards. It terminates in the form of a lotus. It is even possible that the bud 


carved at the bottom is lost. 


MAKARAVAKTRA: Makaravaktra prandlas are available in the region of our 
study in quite a good number (pl-133). They also appear from 10" century and 
continue during the succeeding centuries. In this type the head of makara is 
found carved either at the beginning or at the end of the shaft of the prandla. If 
the makara head is carved at the beginning of the shaft the bent tip terminates 
like a lotus. The relief of the Makaramukha is very ordinary in nature. The 


quality of carving is also not up to the mark. 


MATANGAMAKARA/SOUNDAMAKARA: The makara variety of prandla also 
has a sub variety called by the name matangamakara or soundamakara (pl-134). 
Amarakosha and the Jaina agama mention this variety. From the name given to 
this type of prandla, it becomes clear that makara represented should also 
possess a trunk (sounda). A few prandalas of this variety are noticed”’. In these 
examples the wide-open mouths of the makaras are relieved. The upper part of 


the mouth has a small spiral trunk. This suits the description given in the Texts. 


Besides the ornate types of prandlas described above, a good number of 
prandalas, which are very simple and purely utilitarian in their function, are also 


noticed throughout the region and period (pl-135). 
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Now, coming to the use of the different types of the prandlas in the 
region, it is to be noted that no specific type of prandla was prescribed for any 
temple. Texts are also silent about this. The practice also seems to be the same. 
Pranalas of all types are found used for the temples irrespective of the creed and 


gender. 


Some types are found used for both the main shrine and Amman shrine. In 
some examples different types of prandlas are found used for the main shrine 
and for the Amman shrine and for different subsidiary shrines. This statement 
holds good in the temples wherein different structures are added to the main 
shrine at different times”°. If the temple is built with all its adjuncts at one time 
the prandlas are uniformly designed and decorated. In some temples the original 
pranalas are found imitated at a later date in the same premises. The carvings of 
the later prandlas are more ornate in character and also to a certain extent they 


resemble the carving of the contemporary pdtikas inside the temple?’ (pl-140). 


One example of the govaktrapranala is noticed and it is fixed to the 
Amman shrine. From this solitary example it is difficult to derive any conclusion 
whether govaktraprandlas were used only for the Amman shrine or it was used 


for the other shrines also in the context of a temple. 


An interesting feature of the temples of the region of our study is that in 
some temples the prandlas are provided with a small water tank, kept or built 
below them. These tanks may be either monolithic or masonry (pls-137-138). 
Texts do not mention anything about the construction or provision for such a 
tank below the prandla. However, such tanks are noticed in the temples datable 
to the Vijayanagara period and onwards. Some of these tanks are notable for their 
execution and their surface treatment. They are moderate in their size varying 
from four to five feet Square. Some are square and some are rectangular. Some 
of these tanks have the decoration of subhadra upapitha (pl-138) and 
pratibhadra upapitha (pl-137) types on their outer faces. Of these, the 
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pratibhadra upapitha type is more common in their appearance and only one 
subhadra upapitha type is noticed’*. The interiors of these tanks are plain 
irrespective of the nature of their construction. They are also provided with small 
out lets at one of the sides at the bottom. The subhadra upapitas have galas, 
galapddas and sometimes the interspaces of the galapddas are relieved with 
padmas. The kapéta of the pratibhadra upapitha types have nasis at regular 
intervals all round. A rare example of pratibhadra upapitha type having tiny 
seated bulls carved at their top is also noticed. The only subhadra upapitha type 


noticed has the relievos of the padmas at the four corners of the top and sides. 
SOPANASTAIRCASE 


Sdpana (Sanskrit) literally means a staircase or a flight of steps. Sdpdanas 
are provided to the temples and their annexes such as mantapas, platforms, 
corridors, tanks, for the falas of the towers, etc,. Wherever the structure is built 
on an elevated plinth suitable staircases are provided to climb the plinth. 
‘Therefore, s6panas are a common phenomenon in any temple or a temple 


complex. 


According to the Texts, sopdnas can be provided to the building wherever 
required. No strict rules seem to have been prescribed or practiced for the 
provision of sépdnas to the structure. The Texts mention that the sépana should 
not be constructed straight in front of the building. But this rule, many a times is 
found violated. Few temples having sépdanas right in front of the main building 
i.e. in the axis of the garbhagrha are also noticed””. Umpteen number of temples 
having sdpdnas built according to the norm prescribed in the Texts are also 


noticed. 


The flight of steps is called by the name sdépanamala and each step in it is 
called a s6pdna. The first step in the ascending order is named as asvapada”’ 
This is also referred to as candrasila. Because this step is generally carved semi 


circular or horseshoe shaped on plan it is referred to as candrasila or aSvapada. 
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The upper most step of the staircase is called by the name phalaka? ’ because it is 
broad and flat and it is quadrangular. Sopdnas were generally provided with 


paksaSila/hastihasta on their two open sides. 
Four types of s6panas are mentioned in the Texts*”. They are: 
i) Sankhamandala sépana 
ii) Vallimandala s6pana 
iii) Ardhagdmitra sdpana 
iv) Trikhandakara sépana 
Sankhamandala sépana®® is the one where the steps rise spirally and 


becomes narrower as it goes up, like the section of a conch shell and this will 


have no newel. 


Vallimandala sopana*’ is one, which rises up spirally with a central post, 


like an encircling creeper around the trunk of a tree. 
Ardhagomiitra sdpana is a doglegged staircase. 


Trikhandakara sépdana is one where the flight of steps is arranged on the 
three sides, of a common landing. Here there will be no break in the construction 
of the steps. Each step is carved to continue uninterrupted on all the three sides. 
This type of a staircase is built wherever the structure is built on a lofty platform. 
Trikhandakara sépana also is a staircase built separately on the three open sides 
ofa mukhamantapa. In this case, all the three staircases should lead to a common 


platform and they are all separately built®®. 


Generally, the steps of the staircase are plain, simple and devoid of 
ornamentation. They may possess a projecting vajana face (flat or moulded) with 
scalloped lotus petals (pl-141). The top of each step may also have a relief of the 
blossomed lotus (pl-142). 
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Most of the temples of the region of our study have simple sdpanas built 
for their different architectural units. They are of two varieties. One is 
sankhamandala sépana and the rest are of the ordinary variety. Sankhamandala 
sOpana is found at only one place and that too provided in the mahadwara of the 
temple®. It is a stone staircase built spirally to reach the first tala of the gépura 


of the mahddwara. 


Now, coming to the regular sOpdnas of the region, only staircases of 
ordinary variety are noticed. All the temples invariably have sopdanas built to the 
main entrances of the temple. Generally, they are found built to the 
mukhamantapa/mahamantapa of the temple and also directly to the main doors. 
An unusual practice of providing dwdras without the staircase is noticed in the 
region of our study. These dwaras are placed on an elevated plinth and are not 
provided with any sdpdna. Such doorways are actually seen where there is more 
than one doorway provided to the shrine, and they are found in the 
giidhamantapa of the temples. In such cases, the door without sdpdana will be on 
the main axis of the temple facing the nandimantapa. In this context it is to be 
noted here that, as already mentioned, the Texts prescribe that sOpana should not 
be constructed straight in front of the shrine. Therefore, the doorways with out 
the sdpdna are provided here. But the approach to the gudhamantapa is through 
the side doorway, which is provided invariably towards the south and to this 
doorway sépdana of ordinary variety is provided. In case a mukhamantapa is 


constructed the sdpdana is provided on the western side of the mukhamantapa. 


Another type of sdpana called in this context as dwikhanda is also 
noticed. They are generally provided for the mahamantapas of the temples. They 
are provided on the two sides of the mahamantapa. Two identical soépdanas are 


built in opposite directions and they meet at the top at a common platform. 


Sdpanas are also decorated with releivo carvings. They are found at a few 


temples?”. The sdpdanas are relieved at the top portion with blossomed lotus 
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petals and the face of the steps is relieved with rows of scalloped lotus petals. 
This is a feature of the Vijayanagara period. Some of the plinths of the structure 
are profusely decorated and to match such plinths, the soOpdnas are also similarly 


relieved with various types of carvings. 


The earliest of the sépdna in the region is noticed in the rock cut shrine of 
Namakkal**. A dwikhanda sépana is provided to the entrance porch and an 


ordinary s6pdna to the sanctum of the shrine. 


Vallimandala sépanas and trikhandakara sépdanas are not noticed in the 
region. Dwikhanda sdpanas is found at many places. They are mainly provided 
for the mahamantapas of the Vijayanagara period. Ardhagémiitra variety is 
noticed in a few temples. They are particularly noticed in the gdpuras of the 


mahddwaras of the temples. 
HASTIHASTA/BALUSTRADE 


Hastihasta corresponds to the balustrades provided for the sdpanas. They 
are just slabs kept vertically adjacent to the edge of the sdpdna on its two sides. 
Balustrades may be simple in their carving or ornate in character. Balustrade is 
provided is provided from the aSvapdda to the phalaka i.e. from the bottom most 
step to the upper most step. Balustrades are sometimes in the form of huge stone 
sculptures of animals like elephants carved in the round. In most of the cases, the 
sculpturing is done on the outer face of the balustrade. The balustrades are 
generally called by the name hastihasta because the projecting upper portion of 
the balustrade is rounded and it is relieved in the shape of a long elephant trunk. 
The end of the trunks are up curled spirally reminding us of the long elephant 
trunk. Irrespective of the design carved on the balustrade, based only on the 
decoration of the elephant trunk motif these balustrades are called by the 
common name Hastihasta. Even without the decoration of the hastihasta, the 
side slabs were provided. In such cases they are just called by the name 


paksasila. 
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Other synonyms of the balustrade are katafijana and paksasila. Paksasila 
means side stone i.e. the stone kept on the two sides of the staircase. Katafijana iS 


the balustrade formed of vertical railings as found in Buddhist art. 


Hastihasta has been a favourite architectural member for the artists. 
Therefore, they have carved the hastihastas in varieties of manner. They are 
filled with rich imagination and creativity of the artist. Not only are they 
beautiful to look at, but they are also rich in their mythological content. Subjects 
like vydlas, elephants, horse drawn chariots, architectural motifs, semi and demi 


divine beings etc. are filled in the plain outer face of the balustrade. 


Balustrades are generally cut out of one single stone or slab, though 
masonry ones are not unknown (pl-143). The hastihastas are considered as an 
important member of the facade. They are carved with high artistic skill. 
Sometimes they are carved on a superion quality stone of a different colour to 


make them distinctly visible. 


Top of the hastihasta at its beginning will be at the level of the phalaka. 
As the steps descend the hastihasta also generally descends. If the staircases are 
provided to highly elevated plinths, hastihstas were provided in multiple stages. 
The provision of hastihastas was optionallin nature and their decoration as well. 

The antiquity of hastihasta goes Yack to the beginning of the Christian 
era. Buddhist stipas of India invariably had the balustrades constructed of wood, 
brick and stone alround the stupa. The early rock cut shrines of Tamilnadu and 
Karnataka also have balustrades provided [at the entrance to the shrine as well as 
the sanctum. Excavations conducted at Rajaghatta (Karnataka) recently have 


revealed masonry brick balustrades and ormate balusters. 


Now coming to the region of our siudy, almost all.the temples have the 
balustrades carved in one way or the othet. Both ornate and non-ornate varieties 
are noticed. At the same time, both masonry and monolithic balustrades are also 


found. The shape of the balustrades in almost all the temples being the same, the 
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Fig 47. Earliest Hastihasta of the region at Sésasayi shrine at Nammakkal. - 


classification of these balustrades is made on the basis of the decoration they 


contain. Altogether five types of balustrades have been noticed in the region. 


The earliest balustrades to be noticed, as already stated, are the two found 
at the rock cut shrine at Namakkal (Fig-47). It is provided to the dwikhanda 
sOpana. Only one side of the sdpana is exposed to the fagade, as the other side is 
adjacent to the plinth. The front has two hastihastas extending to the two 
opposite sides. The central part has a miniature pavilion inside which a seated 


figure of kubja (dwarf) is carved”? 


Non-ornate hastihastas appear from the 10" century onwards. They are of 
both masonry’ and monolithic*' in their form. The earliest to be seen is from 
Pillur (pl-143). It is a masonry balustrade. Stone slabs are arranged one above the 
other vertically and the hastihasta is carved only for the front face. The outer 
faces of the balustrade are left plain without any ornamentation. Simpler forms of 


balustrades continued to be carved till late Vijayanagara period. 


VYALAMUKHA TYPE: This type of balustrades are found in the temples of 
Vijayanagara period’’. Both masonry and monolithic varieties are noticed. In this 
type, only the vyalamukha is carved facing the front of the temple (pl-144). From 
the wide-open mouths of the vydlas, tongues resembling long, multifaceted, 
undulating trunk of the elephant emerges and this is spiraled and up curled at the 
tip. No body of the vydla is carved on the surface of the balustrades. Instead in 


one example, a lotus medallion is relieved. 


VYALA BALUSTRADE: Vydla balustrades begin to appear from the late Chola 
period” . All these balustrades are monolithic in nature because they contain the 
full body of the beast carved in high relief (pls-145,146). It was the practice of 
the artists to carve the sculpture or relief always out of one stone. They seldom 
used multiple stones to carve out a sculpture. Therefore all these vydla 
balustrades are always carved in one stone. Besides appearing beautiful, the 


monolithic balustrades are stronger than the masonry ones. 
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These balustrades, on their outer surface, possess a high relief of a 
standing vydla with its head turned backwards. These vydlas are composite 
animals having limbs of lion, elephant, horse and ram. The body and the head are 
of the lion. The head has spirally bent horns of a ram, the ears of a horse and the 
tongue of the animal is like the trunk of an elephant. The body of the lion is 
decorated with manes and also some floral design. Some of the vydlas have 
elongated neck, like that of a horse. Sometimes they are with manes also. This 
type of vyala balustrade is found in umpteen numbers in almost all the 


Vijayanagara structures of the region. 


In this type of balustrades, from the mouths of the vydalas emerge 
undulating multifaceted trunk like tongues (hastihasta) forming a upper edge 
balustrade for the sOpdana. In the carving of the balustrade artists have used the 
wealth of their imagination and carved these animals and it appears in an 
attractive manner. Some of these balustrades are provided with moulded bases. 
The body of the vydla is carved with strength, dynamism and movement. The 
suppleness of the body is neatly depicted. The fierceful face of the makaras is 


delineated through sharp canines. 


ELEPHANT BALUSTRADE: An elephant balustrade is one wherein the 
sculpture of the elephant is carved in the round and placed as the side-slabs for 
the sdpdna. Only two examples are found in the region of our study. Both are 


monolithic. 


In the first instance the body of the elephant is carved in high relief (pl- 
147). Its head and trunk are common for both the sides, whereas the legs four in 
number are relieved on both the sides. The pachyderm is decorated with varieties 


of upholstery, chains, bells and tassels“. 


The second example is more ornate, elegant and natural in its carving (pl- 
148). It is carved with two legs on both the sides moving forward swaying its 


long trunk. But the trunk is curled inwards in this example. Heavy massive tusk, 
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broad ears and the massive body of the elephant are all neatly executed. This is 


also decorated with upholstery and varieties of ornaments and garlands. 


CHARIOT TYPE: This is found in only one temple, provided to the 
mahadwara“ (pl-149). The chariot is represented with a big wheel relieved in the 
masonry wall of the balustrade. The round wheel has a central projecting axle. In 
front of the big wheel a symbolic ratha is carved with a small projecting canopy. 
In front of the canopy is the high relief of a galloping horse with a human mount. 
Below the fore legs of the horse, on the ground, is a tiny representation of a hero 
fighting with a lion. The horse is neatly represented with upholstery and other 
ornamentation. The horse balustrade is just below the elephant balustrade carved 


for the same staircase. 


The elephant and horse, according to the tradition, are the part of the 
fourfold (caturangabala) division of the ancient Indian army. It is interesting to 
note in this context that at the time of worshiping of the god, particularly during 
the caitrdtsava, the fourfold army should also be present at the temple. The 
famous musician/composer Muttuswami Dikshitar of the 18" century in his 
composition states that the caitrdtsava was performed to Shiva in the presence of 
the fourfold army of the state (“ratha gaja turaga padddi samyuta 


i 47 
caitrotsava’ y : 


Therefore, a symbolic representation of the four-fold army is carved as the 


balustrade of the main gate of the temple. 
DWARABANDHA/DOORWAY 


The dwarabandha is a very important and an auspicious part of the 
temple. The dwarabandhas are to be provided at specific places and in specific 
directions as mentioned in the Texts’®. The Texts, however, do not give any 
details regarding the nature, type and decoration to be made for the 
awarabandha. Only the measurements of the dw4aras are given in Texts*?. Texts 


mention three types of doorways. They are the large, the medium and the small 
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types. Texts do not give any names for the three different types of doorways 
mentioned in them. The general measurement given in the Text for the 
dwarabandhas is that the width of the doorway should be half the height of the 
doorway. The Texts mention that the doorways can also be provided with latticed 
screens. These latticed screens may be for the door leaves or even for the sides 
and top of the doorframe. However, both types of latticed screens are noticed in 


the temples. 
The doorway consists of three parts. They are: 
i) The Threshold 
ii) The Jambs. 
iii) The lintel 
All these independent parts are cut and dressed separately and assembled 


in the building suitably. All these three members are always cut independently in 


one stone. 


THRESHOLD: The threshold is the horizontal member of the doorframe at the 
bottom. It is carved out of one stone. Thresholds are generally plain on the top, 
often moulded and carved at its front. These mouldings may be horizontal or 
vertical indentations, grooves etc. The threshold may also have a bhadra 
projection in the centre. Often the moulded surface of the front is relieved with 
scalloped lotus petals or/and creeper scrolls etc. The top of the threshold in the 
centre may have the relief of the lotus medallion. Dadoing also is occasionally 
noticed for the threshold”’. Auspicious symbols are also carved on a few of the 
thresholds. The thresholds are always placed over the topmost moulding of the 
adhisthdana in the case of a structure, but in the case of a mahddwara it is placed 


directly above the ground level. 


DOOR JAMBS: Doorjambs are the two vertical posts that form the two sides of 


the doorframe. The doorjambs are decorated with varieties of decorations like 
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architectural, faunal, floral, figural, geometric, non-geometric, etc. There are also 
doorjambs, which are very simple and plain in their execution. The doorjambs 
sometimes are also paneled with jalakas attached to them or their outer sides. 
The doorjambs often contain vertical bands of decoration of different themes, 
which is called by the name ‘sakas’. Amidst the sakas the doorjamb may also 
contain decorative pilasters, which act as supports to the decorative canopy 
carved above the lintel. The lowest portion of these Sdkas is called by the name 
‘pedya’. The pédya part is often dedicated to the carving of the figural sculptures 


of semi- demi-divine beings and the devotees. 


LINTEL: Lintel is the horizontal beam supported by the doorjambs. They also, 
like the doorjambs, are decorated profusely with various types of decorative 
designs. The central portion of the lintel on the outer part normally contains a 
bhadra like projection, which is called by the name ‘alata’. Laldta often 
contains a frame inside which may be a relief of a divine being or decorative 
design. This relief is called by the name ‘lalatabimba’. Themes like Gajalakshmi 
(pl-156), Ganesha, Linga (pl-157) and vehicles of the respective deities installed 
in the sanctum, forms of the = deity, auspicious symbols, etc., are generally 


carved as the lalatabimba. 


If the doorframe has the decoration of architectural framework, the two 
pilasters carved on the doorjambs support a canopy carved above the lintel. This 
canopy contains the decoration of a kapéta with nasis at regular intervals. Above 
the kapdta are ‘carvings reminiscent of a hdra. Row of miniature shrines 
consisting three or five shrines is also found (pl-158)° ' Sometimes even the 
reliefs of the trimurtis or important mythological episodes like Girija kalyana or 
Shiva and Vishnu seated with their divine retinue, Shiva tandava, lilamirtis, 
Santamurtis, and such other themes with or without makaratoranas may also 
appear as reliefs. Sometimes the panel of sculptures may also be in the form of 
jalakas. In most of the cases the sculptural ornamentation above the doorway 
spreads beyond the width of the doorjambs on the two sides, thus making the 
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entire doorway very harmonious and attractive in its design. Occasionally the 
bottom of the lintel is also relieved with padma medallion. This type of doorway 
is often found in the temples of Karnataka. But in the temples of Tamilnadu 


doorways were seldom made attractive and ornate. 


Now coming to the region of our study, majority of the doorways found 
here are very simple in their execution. It is stated already that the tradition of 
making ornate doorways was a feature of the Karnataka region and the Tamil 
tradition, as opposed to this, made doorways very simple. Therefore, only during 
the period of Nolambas and Hoysalas, few ornate doorways were carved, while 


the rest of the doorways are all very plain and simple in their forms and feature. 


The doorways of the Nolamba period are comparatively more ornate in 
character. Only two doorways carved in basalt are found. It is a known fact that 
the Nolamba artists used basalt for carving of pillars, ja@lakas and doorways and 
also for sculptures and sculptural architectural parts. Therefore, the temples of 
Dharmapuri, built by the Nolambas, have delicately chiseled doorways (pl-150). 
These doorways are the most ornate doorways of the region. Both these Nolamba 
structures have doorways that are almost similar in their treatment. They have a 
dadoed threshold. The doorjambs have the decoration of vallimandala with 
dwarf figures. The. lalatabimba has Gajalakshmi (pl-151) panel flanked by the 


astamangalas. 


The same tradition was continued by the Hoysalas in the region. But the 
material used here is granite. Therefore, the carvings are not delicate and 
detailed. Only two examples are found. The first one has a doorjamb with the 
decoration only of vallimandala and Gajalakshmi. The purnakumbha motif is 
carved on the pédya. The second example has the carvings of two nidhis namely 
Sankha and Padma on the pédyas. The doorframe consists of trifakha having the 
reliefs of leaves and petals. The /alatabimba has the Gajalakshmi. Few more 


doorways having the influence of Hoysala workmanship is noticed in the temples 
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of 13"? and 14" centuries. They also have the relief of dwdrapdlakas at the 
pédyas and the Gajalakshmi in the lintel (pl-152). They are slightly ornamented 


with petals and creepers”. 


Doorways of the temples built under the Chola patronage are very simple 
in their execution. The doorjambs are devoid of any sculptural decoration. Thin 
bands of lotus petals and a few parallel grooves only are noticed on the 
doorjambs. Occasionally two pilasters are carved on the sides of the openings 


and not on the doorframe (pls-153,154). 


A few doorways of the Vijayanagara period have doorways with little 
ornamentation (pl-155). These doorways have vydlas and vallimandala on the 


*. During the 


jambs. Rarely astamangalas are found carved on the linte 
Vijayanagara period, practice of carving the inner faces of the doorjambs with 


vydlas and vallimandalas for the doorways of the shrine are noticed”’. 


During Vijayanagara period ornate doorways for the gateways of the 
temple begin to appear. The huge doorframes of the gateways were decorated in 
various manners according to the taste of the artist. A general pattern is however 
observed in the decoration of the doorways. The threshold on its front is often 
dadoed or relieved with lotus petals. The upper surface of the threshold is often 
relieved with medallions. The outer faces of the doorjambs often contain 
vallimandala and bahyapatra sakha. The inner faces of the doorjambs often 
contain the high relief of salabafijikas at the bottom and the remaining part is 
carved with vallimandala (pl-159). The loops of the vallis contain tiny reliefs of 
divinities, semi divine figures, human figures, dwarf figures, floral and faunal 
figures etc. The same vallimandala is continued at the bottom of the lintel with 
prominent kirtimukhas in the centre (pl-160). Some of the doorways are also 


provided with ornate brackets at the top ends of the frame (pl-161). 


DHWAJASTAMBHA/IFLAG POST: Dhwajastambha literally means a flag 


post. It is erected to hoist the religious flag and also to announce the supremacy 
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of the religion over the other religions. Texts mention about the installation of a 
dhwajastambha”’. 


Dhwajastambhas are normally erected in front of the mukhamantapa of 
the temple. Sometimes, when the temple is extended, the extension is done so as 
to include the dhwajastambha within the new addition. Often, it is found free 
standing in front of the temple and in the main axis of the shrine, with a few 
exceptions. Generally, it is found inside the prakara, occasionally it is also found 
to have been erected outside the prakara in front of the main gate’’. Such 
instances are probably due to the erection of dhwajastambha by the devotees 
after the construction of the main temple. When such huge dhwajastambhas 


could not be taken into the temple premises, they are erected outside the temple. 


Dhwajastambhas may be carved out of wood or stone. Dhwajastambhas, 
carved out of wood of the ancient period are scantily available because of the. 
perishable nature of the medium. If the dhwajastambhas are made of wood it is 
also often covered with metal covering (kavaca). The shape and form of the 
wooden dhwajastambha, particularly at the upper part is different from those of 
the stone because of the malleability of the material. The stone ones are quite 


different from those of wood. 


Dhwajastambhas made of stone are available in good numbers. Majority 
of the temples of the region possess dhwajastambhas of some order or the other. 
The height of the dhwajastambha of the region of our study varies from temple _ 
to temple. However, very tall dhwajastambhas are found at few places and their 


height from the ground level is about forty feet. 


Dhwajastambhas are colloquially called by the name nandikamba if it is 
in front of a Shiva temple, garudakamba if it is in front of a Vaishnava temple 


and manasthambha if it is in front of a Jaina basadi. 
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The shaft of the dhwajastambhas is always monolithic in nature. At the 
top it may possess a masonry capital carved out of pieces of stone. Generally the 


shafts of the dhwajastambhas contain three decorative parts treated differently. 


The base of the shaft is always cuboid, the lower end of which is 
unfinished because it goes under the ground of the platform on which it is 
erected. The upper part of the cuboid may consist of relievo sculptures on all its 
four sides. If it is of Shaiva creed the reliefs of seated or standing bull, Ganesha, 
Veerabhadra, or Shaiva symbols like trident, kettle drum etc. are carved. 
Generally the relief of Nandi faces the sanctum of the temple for which it is 
erected. Likewise in the dhwajastambhas of the Vaishnava creed, the reliefs of 
Garuda, Hanuman, sankha, cakra, Padma, tripundra etc. are carved. Again the 
Garuda will always face the sanctum of the temple for which it is erected. The 
upper end of the cuboid is generally treated with horizontal bands and moulding 


and at the four top corners decoration of the everted padmadalas are found. 


Above the cuboid, the shaft is cylindrical, octagonal and or sixteen sided. 
But in the temples of the region of our study majority of the dhwajastambhas 
have sixteen-sided shafts only. The shafts of the dhwajastambhas are neatly 
tapered and finished. The top end of the dhwajastambha normally possesses the 
vase moulding with many other horizontal mouldings and grooves. At this part 


the monolithic shaft ends. 


The head of the monolithic shaft is made flat. Above this, the capital 
begins. The capital generally consists of a kKumbha moulding superimposed by 
mandi and phalaka i.e. the palagai abacus. Here the kumbha and mandi are 
carved out of separate stones and kept one above the other with suitable tenons. 
The kumbha is a thick cushion like moulding, which may be circular or 
octagonal. The surface is made smooth and plain devoid of any decorative 


carvings. The mandi is a fully blossomed broad lotus flower with prominent 
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petals. The tips of the petals are everted and carved like sharply pointed drops. 
The phalaka is a broad square plank. 


A solitary instance of a dhwajastambha carved differently is noticed at 
Thyaganur™ (pl-162). Its base is cuboid with relief of Garuda. The shaft is 
octagonal and tapering. The upper end of the shaft consists of a vase moulding. 
The kumbha moulding is also carved as a part of the shaft. Above the shaft, a tiny 
monolithic stone pavilion is placed. The pavilion has a square plank like base 
with four pillars at the four corners of the plank. The canopy is super imposed by 
a kita turret. In the centre of the miniature pavilion, an image of Garuda, carved 
out of a different stone, is placed. The treatment of this dhwajastambha reminds 
us of the similar Jaina md@nasthambhas. It is also possible that a Jaina 
manasthambha is used here with little changes to suit the requirements of the 


Vaishnava creed. 


Generally, dhwajastambhas are erected with a solid support at the base. 
This base is masonry in nature (pl-163). It may be in the form of an adhisthana, 
or it may even be in the form of a stone pavilion. Instances of subhadra and 
pratibhadra upapithas are noticed. Ordinary stone platforms, is just functional in 
nature are also noticed. The pavilions are erected over plinths generally of 
majicabandha type. In the centre of the plinth the shaft is raised. The four corners 
of the adhistana will have four pillars. They support the ceiling above. The shaft 
of the pillar cuts through the vitana (ceiling) of the mantapa. Thus this mantapa 
provides stability for the tall pillar erected on its platform (pl-164). No sign of 
hoisting any type of flag at the top of these dhwajastambhas is noticed. Instead 
some modern steel fabrications are fixed there with the intension to burn lamps 


during the festival seasons. 
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BALIPITHA 


Balipitha is a Sanskrit word, which means the offering (bali) 
platform/pedestal (pitha). Balipithas are found in all the temples. They are found 
invariably in front of the temple between the entrance door and the 
dhwajastambha. They may also be found in all the eight directions, adjacent to 
the outer wall of the shrine and also in front of the parivadradévatas and 
parivardalayas. There is no limit for the number of balipithas to be kept inside the 
temple complex. Each of the important gods installed in the temple, irrespective 
of their location like Glayas, malikas, kostas or individual sculptures, may have a 
balipitha in front. Even some important reliefs on the temple way may possess a 
balipitha in its front. Therefore it is not the number, but it is the importance 
given to that particular image or the god irrespective of its location in the temple 


complex. 


Balipithas are meant to place the daily food offerings to the respective 
deities present in the temple. Generally a little amount of cooked food is placed 
everyday on all the balipithas of the temple premises. The offering thus made is 


consumed by the animals and other creatures and never by the humans. 


The concept behind the construction of a big balipitha in front of the 
temple is that the Bali offered here is for the navabhdgavatas (Vaisnava), 


paiicasambhavas (Shaiva) and for the bramhamdnasaputras etc. 


The antiquity of offering Bali to the gods goes back to the Vedic times. 
During that period the entire offering made to the gods, like food, clothes, and 
ornaments etc. were put into the sacrificial fire altar with the chanting of suitable 
hymns and it was believed that Agni, the celestial carrier, would take all these 
things and deliver them to the respective gods. When the worship of gods 
through the installed images came into practice, the food offerings were made on 
the balipitha while other objects that were offered to the god were directly 


applied to the person of the deity. 
235 


The balipitha kept in front of the main shrine is called pradhGnabalipitha 
and the rest are called by the name upabalipitha. The term used for offering bali 
is baliharana and the quantity of the baliharana depends upon the size of the 
image of the deity. If the image of the deity is big, correspondingly, the size of 
the balipitha should also be big. But, in practice, the biggest of the balipithas are 
found directly in front of the main deity irrespective of the size of the image 


housed in the main shrine. 


The balipitha may be monolithic or masonry in nature. All the balipithas 
noticed so far are of stone only. No balipitha of softer medium like brick and 
mortar is noticed. Balipithas may be of ornate or non-ornate variety. Balipithas 
may be even a conventional look-alike piece of stone drawn from a temple part. 


Balipithas of both varieties are noticed in the region. 


Pradhdnabalipitha is the main balipitha of the temple. The practice of 
constructing balipithas, it appears, is later in time. Early temples of the Pallavas 
or the Badami Chalukyas do not appear to have had balipithas in their temple 
plan. What is found now, in these temples may be a later addition. Even the 
temples of the Hoysalas do not have the balipithas. Therefore, it may be 
presumed that the practice of constructing balipithas started from the time of late 


Chola period. 


The plan of the balipitha may be square or octagonal. In elevation the 
balipithas are treated like the adhisthanas and the upapithas. Mouldings like 
upana, jagati, kumuda, gala, kapéta/pattika and prati are found carved. And 
different varieties of plinths can be seen in the construction of the balipithas. 
Whatever be the shape of the balipitha the top of the balipitha should be always 


circular on plan. 


Now, coming to the balipithas of the region of our study, it is to be stated 
that almost all the temples possess balipithas of one type or the other. Keeping 


aside the simple forms of balipithas, there are about forty five balipithas worthy 


236 


of mention here. Of these, twenty five are of the adhisthana type and twenty are 
of the upapitha type. Of the balipithas of the adhisthana type, sribandha 
adhisthana (pl-165) and padmakésara (pl-166) types are noticed. These 
balipithas are taller than the upapitha type of balipithas. Generally, this balipitha 
will be three and a half to four feet in height. Sribandha type of adhisthana has 
already been described (vide: Chapter-4). This adhisthana is known to contain 
the upana, padmajagati, katakavrtakumuda, gala, kapéta/pattika and prati. All 
the mouldings are luxuriously carved with varieties of designs and decorations, 
and the balipithas exactly resemble the description given above. The sribandha 


types of balipithas are found in the temples of both the creeds. 


Twenty balipithas of upapitha type are found in the region of our study 
and these resemble the subhadra upapitha variety only (pl-167). Only one 
balipitha resembling a pratibhadra upapitha is noticed. The balipithas of this 
variety have an average height about two to two and a half feet. The mouldings 
of this balipitha are upana, jagati, gala and pattika. In this type, some of the 
balipithas have plain gala and some have galas with reliefs of the fore part of the 
elephants. Generally, two of such elephant fore parts are carved on each of the 


sides while the corners possess galapadas. 


The topmost moulding of the balipithas of any type will, invariably have a 
circular adhahpadma and the top portion of the adhahpadma is always circular, 
flat and smooth in nature (pl-168). 

PUSKARANI 

Puskarani, also called by the name kalydni, is a tank built in the premises 
of the temple (pl-169). Generally it is a stepped well or a stepped pond. The 
Texts are silent about the direction of the puskarani to be built in the temple. The 
reason is obvious because one has to search the source of water and then only dig 


the pond there. Therefore, prescription of any direction to the natural water 


source is absurd and ridiculous. Temples therefore have their water sources in 


237 


different directions. If the temples are built close to the rivers such temples may 
or may not have puskaranis of their own. Puskaranis are built to provide 


perennial water supply to the temple for its various uses. 


Construction of puskarani is a very ancient practice. Right from the times 
of Buddhist rock cut halls in western India, one can see the construction of the 
rock-cut cisterns. The same practice continues even during the later period also. 
As the region of our study, geographically, is a place with less rainfall, less 
number of rivers flow in this region and even these rivers go dry during the 
summer season, providing for an artificial source of water was essential for the 
temples. As a result, every temple possesses a well (kipa) or a pond (puskarani) 


of its own. No stepped wells (vapi) are noticed in the region. 


Besides the small puskaranis belonging to the temple, larger puskaranis 
were also constructed in the places near the temples for the use of the larger 
section of the people of the town and also for the visiting pilgrims. Such large 
puskaranis are noticed at Trichy, Suchindram, Tiruvarur and such other places. 
Some of the puskaranis, particularly those built in the temple premises, were also 


christened with traditional (myhtological/folk) names. 


In the region of our study, nine puskaranis are noticed. Unfortunately, 
most of them are in disrepair. They are generally stepped tanks. Wells dug in the 
premises of the temple are found in each and every temple, as the wells go 
deeper in to the water source the water will be available throughout the year. No 
vapis are noticed as said already. Instead, either the puskaranis or the regular 
kiipas are noticed. The kupas are generally found near the shrine in the first 
Prakara. Puskaranis are all built outside the temple Prakara. The puskaranis are 
all square or rectangular on plan. These puskaranis are provided with a flight of 
steps on all its four sides. Occasionally, they are provided with pavilion all-round 
or on the required side. Instances of construction of a pavilion in the middle of 


the puskarani are also found. 
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DWARAMANTAPA/PRATOLI 


Dwaramantapas are the pavilions constructed at the entrance gate to the 
courtyard of the temple. These gateways are often provided with small pavilions 
with pillars. They are also provided with flight of steps on both the inner and the 
outer sides. The dwdramantapas may also have a small turret above. This is 
referred to as pratoli (Sanskrit). Pratoli is the term used to denote the gateway 
pavilion. The practice of constructing dwaramantapas is noticed right from the 


early days. Virupaksha temple at Pattadakal has a dwa@ramantapa. 


In the area of our study dwaramantapas are found from late Cholas times. 
During the Vijayanagara period construction of dwaramantapas becomes a 
regular feature. The dwaramantapas during this period is of two types. The first 
type is the ordinary dwaramantapas built for the minor or unimportant gates of 
the prakara. The second is the huge sturdy and strong dwdramantapas built as a 


base for the lofty gépuras above. 
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Though the relief of mithuna is represented seated on the makaras, this should not be taken as 
Varuna and his consort on their makara mount. The reason being that though varuna is the water 
god and his mount is makara, this representation is facing the direction that is not the cardinal 
point of varuna’s abode. Moreover the water that comes from the prandla is nirmdlyatirta 
considered impure and it should not be mixed with varuna the known source of pure water i.e. as 
said already the tradition does not allow west orientation of the prandlas. Therefore it should not 
be confused as varuna and his consort. Instead it should be taken as only a mituna relief. 
Another instance of mitunas carved on the makara mount is noticed in umpteen examples of 
makaratéranas for the kdstas and the doorways and they are not considered as the representation 
of Varuna and his consort. 


Purusottam Samihta, Ch. IV 
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Shiva temple at Rayakottah, Krishnagiri dist. 

Mahdadwara of Kailasanatha temple at Taramangalam, Omalur taluk, Salem dist 
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CHAPTER - X 
PRAKARA-GOPURA 
PRAKARA/ENCLOSURE WALL 


Prdadkara is an enclosure wall built surrounding a structure. This is an 
optional member. Texts on temple architecture give an elaborate description of 
the construction of prakara wall'. Texts prescribe that the prakdras are built for 
security, for enhancing the beauty, and for accommodating the parivardlayas. 
prakaras are often concentric in nature. Their number may range from one to 


seven. The Texts also mention the dimensions of the prakaras. 


The height of the prakara wall, according to the Texts, can be up to the 
height of the architrave of the main shrine or the corbel of the pillars or the 
capitals of the pillars’. Texts prescribe the medium of construction for the 
prakara to be stone or brick and mortar (sankirna)>. The prakara can be 
provided with an adhisthana‘. Colonnaded pavilions can be built attached to the 
inner side of the prdakdra. These pavilions are called by the name 
dvrtamantapas° . This may be constructed like a malika or a long verandah. The 
avrtamantapas may be one or two or three storeyed. Subsidiary shrines 
(khandaharmyas) can also be built buttressing the prakara’. Instances of 
providing niches on the inner face of the prakara are also noticed. These shrines 
should possess all the essential members like the adhisthadna, bhitti, prastara, 
griva, Sikhara and stipi thus making it a miniature sadvarga shrine. The coping 


of the prakara may be decorated with rows of seated bulls or ganas’. 


The construction of prakara is an ancient practice, which is noticed as 
early as the Pallava and the Badami Chalukya times. The Kailasanatha temple at 
Kanchi and the Virupaksha temple at Pattadakal have prakaras built around 
them. Both the above-cited temples have khandaharmyas built buttressing the 
prakara wall. The prakara of the Virupaksha temple has the motifs of sala, kuta 


and pafijara pavilions as their crestings. The shore temple at Mahabalipuram has 


a row of seated bulls as the coping for the wall. 


Now, coming to the region of our study, majority of the temples have 
prakaras. A few temples do not possess a prakara at all. In some of the temples 
the original prakdras are dilapidated and their traces can be noticed. Of the 
temples having prakaras, many have been renovated during the modern times 
and as such, they have lost their original form. The prakdras provided for the 
temples of the region are usually single. In a few temples double prdakdras are 
noticed. Nowhere, a temple possessing more than two prakaras is noticed in the 


region. 


Five temples possess double prakdras. Of these, two temples are worth 
mentioning. They are the Kamanatheshwara temple at Aragalur and the 
Kailasanatha temple at Taramangalam. The former example is earlier in date. It 
belongs to the late Chola period (see plan-). Both the prakdras have gopuras. 
The first prakadra, which surrounds the main shrine, has an avrtamantapa built 
closer to the shrine in the typical Chola style. The parivaradévatas are enshrined 
in the avrtamantapa. The second prakdara is very spacious. The Amman shrine is 
built in the second prakara, to the left of the main shrine, and slightly behind the 
main shrine. A rangamantapa is built attached to the inner wall to the 
northeastern corner of the temple. Another mantapa, which is just a four-pillared 
pavilion, is built to the right side of the first prakara. This might serve the 
purpose of a kalyGnamantapa or a doldtsavamantapa. The nandimantapa and the 
dhwajasthambha are built in the second pradkdra on the main axis of the temple. 
The second prakara has two gateways, but only the one built on the main axis 
has a gopura above it. The outer wall of the second prakara, in the front, 


possesses a mukhamantapa built adjacent to the mahddwara on both its sides. 


In the second example, both the prakaras built are of a later date than that 


of the main shrine (see plan-). They can be dated to 16" century. The first 
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prakara, built surrounding the main shrine, is extended in the front like a 
mahamantapa, inside which the Amman shrine, shrine for Subrahmanya and the 
Sayyamantapa are built. Inner walls of this prakdra are provided with a mdalika. 
The interspaces of bhadraka pillars of the mdlika here have kdstas enshrining the 
parivaradévatas. Another special feature of this prakdra is the life size 
sculptures of divinities and saints, all carved attached to the shafts of the 
bhadraka pillars all-round. The rear wall of this prakara has a jdlavatayana fixed 
to it. This pradkara also has two entrances, one on the main axis and the other 
towards the south. The southern entrance has an ordinary mukhamantapa, while 
the main entrance on the west has an oblong mukhamantapa, described already 


in the chapter on ground plan. 


The second prakara of this temple is also very spacious. There are two 
separate shrines built dedicated to Shiva. The inner wall of this prakara has 
malikas on its right and the rear walls. The pakasala is built in the northeastern 
corner. The nandimantapa and the dhwajasthambha are built in this prakdra on 
the main axis of the temple. A huge mahddwara with a tall gdpura is provided 
for the second prakara, while no gépura is provided for the first prakara. The 
second prakara has two entrances, one on the main axis and the other at the rear 


wall. 


Majority of the temples, as stated earlier, have only one prakdra. But their 
chronological arrangement is difficult. These prakaras may be contemporary 
with the date of construction of the temple, or a later addition. All these prakaras 
are simple and almost the same in their features. Therefore, their description is 


not given here. 
GOPURA/GATEWAY TOWER 


Gopura is a tower built above the mahddwara of the temple. This term is 
also applied to the towers built above the gateways of the houses, palaces and 


Buddhist monasteries’. Gopura in Sanskrit means a town- gate’. The etymology 
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of this term is very obscure. The Texts on architecture mention extensively about 
the construction of gdpuras’®. The prescriptions given in the Texts, it is opined", 
are difficult to interpret properly, and these prescriptions are, generally not 


followed by the architects. 


The Texts classify the gdpuras into three categories i.e. adhama, 
madhyama and uttama. These are based on the measurements of the gdpuras. 
The classification of three categories mentioned as adhama, madhyama and 
uttama is also based on the number of talas built above the mahadwara. If the 
gateway towers are built beginning from one tala and goes up to three falas, it is 
considered as adhama. If the gateway towers are built beginning from two falas 
and goes up to five falas, it belongs to madhyama class. If the gateway towers 
are built beginning from three talas and goes up to seven falas, it belongs to 

“uttama class. This is to say that, if the temple has three prakaras and the tower 
above each gateway of the prakara, increases by one fala, then it is adhama. 
Likewise, in the madhyama class there shall be four prakaras, the towers are to 
be built above their gateways, beginning from two falas up to five talas. If there 
are five prakaras, with their gateways towers possessing talas beginning from 
three and goes up to seven it belongs to uttama class. But strict adherence to 


these rules is not followed by the architects in the region of our study. 
Further, Texts also mention five types of the gépuras. They are: 
1) Dwarasobha 
2) Dwarasala 
3) Dwaraprasada 
4) Dwaraharmya 
5) Dwarag6pura 
These are the names given to the towers built above the gateways of the 


prakaras of the temples. Though the Texts mention that the prakdras can be built 
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up to seven in number, only five types of gopuras are prescribed. Traditionally, 
the terms dwaramaryada and mahamarydda are designated terms to the gdpuras 
of the sixth and seventh prakaras. But the Texts do not make any mention about 


this. 


Texts prescribe that the shape of the coping of the gdpura should be of 
sabhakara"’ i.e. rectangular on plan and the coping is of sala type. Texts also 
prescribe that they can be provided with gavaksas and jdlakas. Various types of 


gopuras are mentioned in the Texts. They are: 


Srikara Késavisalaka 
Ratikanta Swastika 
Ka@ntavijaya Dwiswastika 
Vijayasalaka Mardala 
Visalalaya Martanda 
Vipratikanta , 

; Srivisala 
Srikanta 

Srikésa 

Caturmukha 


But the descriptions given about these types in the Texts are obscure’? and 
these descriptions cannot be applied at present for the identification of the existing 


types of gdpuras of the region. 


The building of the gdpuras is'an ancient practice seen from the days of 
Pallavas’*, and the Badami Chalukyas!*, The Rashtrakutas'®, the Gangas”, the 
Cholas'® and the Hoysalas'® continued this tradition. The towers above the gateways 
during these periods were mainly built out of stone and they possessed only one 


tala’’. These gopuras obviously possessed sabhakara coping,”’. 


It was during the Vijayanagara period, that the gdpuras were built on a very 
large scale and in large numbers in a magnificent manner. Even many of the 


existing temples were provided with gdpuras. The media of construction used at 
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this time for the gépuras were brick, mortar and wood. Therefore, their dimensions 
increased in a notable manner. Gdpuras having up to eight talas were built from 
this period. The term gopura, became popular as “rdyagdépura”. This signifies the 
importance given to the construction of gépuras by the Vijayanagara rulers, who 


were referred to as rdyas. 


The practice of constructing the gateway to the prdkdra and a tower above it, 
as already stated, goes back to the time of Pallavas and Badami Chalukyas. The 
gateways of the Kailasanatha temple at Kanchi and the Virupaksha temple at 
Pattadakal have a pavilion built at the entrance of the prakara. They are actually 
built on the principle of the sadvarga class of structure. They have an adhisthana, 
bhitti, prastara. Above the prastara, a small coping of sala variety is built above 
the griva. No remnants of the original stupis are found there. These structures may 
be considered as the embryonic form of the gépuras (gateway towers) of the later 


period. 


The same practice was continued by the Cholas and the Hoysalas. The 
Brihadishwara temple at Tanjore has an entrance gate with a small tower built 
above. The structure is fully built out of stone. It is oblong on plan. The central part 
of the longer side of the entrance has the gate or the dwara. This entrance gate was 
built always in a particular method. It is again a trivarga structure raised on two 
separate plinths built side by side at a distance. The gap between was the pathway 
of the gate. The two plinths, which flanked the path, supported the wall with all the 
decorative details of a regular temple wall. The space in between the two walls was 
covered by the roof built commonly for the side structures. Above this, the parapet 


was built. This part is identified as dwaramantapa or the gateway pavilion. 


The gateway pavilion is not a completely solid structure. It consists of two 
recessed cellas facing each other on the two sides of the pathway inside. The facade 
of these cellas may have a pillar or two supporting its roof. These cellas are in an 


elevated level as they are built above the adhisthanas provided for the 
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dwaramantapa. Sometimes, these cellas may be two storeyed also. These cellas 
contain a staircase to go to the top of the dwaramantapa. 

The etymology of the term gdpura, as said above, is obscure. The word 
obviously presents a sense connected to ‘gd’ i.e. cow. It is possible that all the 
towers of south Indian temples possess, at the two ends of their coping, a pair of | 
semi circular cresting in the form of a cows horn. It is possible that due to this 


ornamental member, the name g6épura is given for this structure. 


It is interesting to note that the sala towers above the garbhagrhas of the 
temples are never provided with the cow horn cresting at the ends of their copings. 
It is possible that to differentiate the two towers, namely the tower of the sanctum 
and the tower of the gateway, probably, this motif was used exclusively for the 


gateway towers. 


Above the dwaramantapa, often, a superstructure is raised. Obviously this 
superstructure is named as gopura in dravidian terminology. This structure will also 
be oblong on plan. The principle in which the super structure is built above the 
dwaramantapa is similar to the method of building prasada above the garbhagrha 
of the temples, the only difference being, the tower above the gateway will always 
be rectangular on plan. The prdsadda of the gdpura also consists of several 
horizontal tiers built one above the other. Each tala gets reduced in its size as it 
- goes up, but in the case of the gdpura all the tiers are built hollow and all these tiers 
are interconnected through a staircase or a ladder provided inside. Each tier is 
provided with a small door opening in the centre of its longer sides corresponding to 
the pathway provided at the bottom of the tower. Above the final tier of the prasdda 
a rectangular védi and/or griva is constructed. Above the védi/ griva rests a wagon 
vaulted (sala) coping. The two gable ends of the sala are decorated like huge nasis 
(mahanasi), super-imposed by an imposing kirtimukha. Adjoining the back of the 
kirtimukha, two semicircular vertical ‘cow horn’ like cresting are placed. In the 


interspaces of these ‘cow horns’ on the ridge of the coping, kalasas are placed, 
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which may generally vary in number from one to seven (instances of more kalasas 
placed in more number is also known.), but they will always be in odd numbers. But 


the Texts prescribe that they mat be in in even numbers also. 


During the Chola period, clear-cut practice of constructing towers above the 
gateways is noticed. The gateway towers of the Chola period are very few in 
number. They are generally built of stone. But the same during the late Chola and 


Vijayanagara periods were constructed out of brick, mortar and wood. 


Likewise, under the rule of Hoysalas also, practice of constructing 
dwaramantapas and towers was in vogue. The towers above the dwaramantapas, 
built by Hoysala architects, are not available in their original form in the heartland 
of the Hoysalas. But one specimen of the Hoysala gateway tower is found at 
Jambukeshwara temple at Tiruvanaikkaval. It is a structure having a stone base and 
the tower above the base is of brick and mortar. This instance shows that even the 
Hoysalas built gdpura to the temples they built in Tamilnadu following the 


prevailing practice of the region. 


During the Vijayanagara period, practice of constructing the gopura with 
mixed material becomes a common feature. The vertical base of the gépura was 
constructed invariably out of dressed stone. The super-structure i.e. the different 


talas of the prasdda and the coping were constructed out of brick, mortar and wood. 


The exterior of the body of the prasadda, during the Vijayanagara times was 
decorated with architectural and sculptural themes. In the background of the 
architectural members of the different falas, life-size sculptures, made of lime 
mortar, with themes from Hindu mythology, floral, faunal figures, mithuna 
sculptures, etc. were placed for the decoration. They were even painted with 


different colours. 
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Now, coming to the gdpuras of the region of our study, almost all the 
temples of this area have gdpuras built above the gateways. Of these only five 
gopuras are original, while the rest are built or renovated during the modern times. 
The earliest gopuras are noticed in the Kamanatheshwara temple at Aragalur of the 
late Chola period (pl-170). Of the five gopuras two are built for the above cited 
temple itself. The others are found built for the Karivaradaraja temple at Aragalur 
(pl-171), Penneshwara temple at Penneshwaramadam and Kashi Vishweshwara 
temple at Velur (pl-172). The identification of these gépuras according to the Texts 


is difficult, because of the reasons mentioned already. 


While dealing with the gépuras of the region, a mention of the mahddwaras 
is not out of place. As all these gdépuras are of late Chola and Vijayanagara period, 
huge mahdadwaras were constructed to bear the weight of the lofty gdpuras built 
above. The mahddwaras, in their elevation, consist of upapitha, adhisthana, bhitti 
and prastara (p\-173). They are of two varieties, non-ornate and ornate. In the non- 
orate variety, the mahddwaras contain a simple upapitha, padabandha adhisthana, 


bhitti with bhittipddas and occasionally toranas (p|-174) and a kapota. 


The ornate variety of mahadwara contains upapitha of the pratibhadra or 
védibhadra types. Occasionally double upapithas are also noticed”. Over the 
upapithas, adhisthanas generally of the Sribandha or Sribhdga types are 
constructed. The bhitti possesses varieties of bhittipddas like the visnukanta and 
saumyakanta. kumbhapafijaras are carved on the outer faces of the bhitti of the 
mahadwara (p|-175). Even the bhitti may consist of two horizontal, equal parts, one 
above the other. They are called adhdjanga and urdhvajanga (pl-173). The prastara 
contains an ornate kapéta and nasis. The gadha of the ndasis are decorated with 
figures of divinities and devotees, floral, faunal and decorative motifs. These 


mahdadwaras possess ornate dwarabandhas, which have already been discussed. 


On plan, these mahaddwaras also possess angavibhaktis like the bhadras, 


karnas and the pratikarnas. The karnas and the pratikarnas possess toranas, while 
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the salilantaras are decorated with kumbhapafijaras. The doorways are always 
provided in the centre of the longer side of the plan. Of the ornate mahddwaras of 
the region, the mahddwaras of Kailasanatha temple at Taramangalam (pl-173), 
Kailasanatha temple at Tiruchengodu and the Kandasami temple at Kalipati are 
highly ornate. The mahddwdra of Kailasanatha temple at Taramangalam has two 
jangas, which are built out of two varieties of stone. The entire mahddwara is 


constructed on a plain upapitha common to both the plinths of the gateway. 


The mahadwara of the first prakara of Kamanatheshwara temple at Aragalur 
has two niches on either side of the doorway, housing the sculptures of 
awarapdlakas (pl-170). 
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13 These types of gdpuras are identified mainly on the basis of the decoration of nasis found on their 


body. The Texts mention an expression as follows “mukhémukhé mahanasi’. This expression is 
very ambiguous. It does not mention the meaning of the usage “mukhémukhé”. Even the experts on 
vastusdastra and Ggama are unable to explain what exactly the expression means and where exactly 
this expression has to be applied. 


14 Kailasanatha temple at Kanchi. 

15 Papanatha temple at Pattadakkal. 

16 Kailasa temple and the Indrasabha at Ellora. 

17 Someshwara temple, Gangavara. 

18 Brihadishwara temple at Tanjavur. 

19 Jambukeshwara temple at Tiruvannaikkaval. 

20 The gdpura of the Jambukeshwara temple at Tiruvannaikkaval has seven talas and its construction 
by Virasomeshwara is evidenced by an inscription. 

21 Indrasabha at Etlora. 

22 The mahadwara of the main gate of the Virupaksha temple at Hampi. 
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CHAPTER - XI 


SCULPTURES 


In the region of our study, about ninety-five temples have been noticed 
and they range in time from 7" century A.D. to the end of Vijayanagara period, 
to which this study is restricted. During this large span of time extending over 
nine centuries, temples were built under the patronage of different royal 
dynasties. It is an established fact that the sculptural art has seen development 
from time to time due to the change in the taste of the people, artists and 
technology. The temples built during this vast period contain various types of 
sculptures carved for decoration, propagation of the religion and for worship as 
cult objects. The sculptural art of these temples has witnessed a long history and 
development of its own. The region of our study being a buffer zone has been 
influenced by the artistic traditions of both the Tamil and Kannada cultures. 
Therefore, the influence of both the cultures is discernible in the carving of 


sculptures, particularly during the early phase. 


These sculptures are found carved in different parts of the temple and 
also preserved in the premises of the temple. These sculptures technically 
(technical as far as the method of carving of them is concerned) belong to 
different categories. They are the sculptures in the round, sculptures in high 
relief and sculptures in low relief. This classification is purely on the basis of 


the mode of sculpting. 


There is also another classification based on the theme of sculptures 


carved. The type of sculptures found in the temples can be classified as follows: 
i) Cult/Votive objects 
ii) Divine and Semi-divine sculptures 


iii) | Narrative panels 


iv) Divine tableaus 
v) Portrait sculptures 


vi)  Faunal, floral, geometric and non-geometric designs, objects, 


attributes, insignia, etc. 


These sculptures are found carved on the adhisthanas, hastihastas, bhitti, 
stambhas, uttaras, vitanas, prastaras, vajanas, nasis, toranas, kOstas, kapota, 
dwarabandha and balipithas, dhwajasthambas, sdpanas, prandlas, jalakas, 
vimana and gopuras etc., and even on the floor. Besides these, many individual 


sculptures of the themes mentioned above are also found in good numbers. 


In the present context, the description and study of all types of 
sculptures, according to the classification, is made, as far as possible, in a 


chronological order. Iconographical remarks are made wherever necessary. 


The dawn of sculptural art as stated earlier, can be traced to 7" century 
A.D., in the region of our study. The famous sculpture of Ananthasayana 
Vishnu carved in the rock-cut shrine at Namakkal is known as the earliest of the 
sculptures found in the region. This sculpture has striking resemblance with its 
parallel theme found in the famous Mahisamardini cave at Mahabalipuram. 
Therefore, the sculpture under study has been assigned to middle of 7" century 
A.D., on stylistic grounds. It is interesting to note that, by that time, matured 


sculptural art had already made its presence in the Salem region. 


After the carving of sculptures of Vishnu at Namakkal there is a gap of 
about two centuries in the history of the development of sculptural art in the 
region. By the middle of ninth century A.D., structural temples begin to appear 
and no longer was the rock cut tradition in vogue. The temples of the Nolambas 
built at Dharmapuri mark not only the beginning of structural temple 
architecture but that of sculptural art also of the region. The Dharmapuri 


temples possess relief sculptures carved on the pillars, ceiling and the socle. 
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They are all narrative panels depicting important incidents from the epics and 
puranas. As they are only reliefs in the panels and friezes, it is difficult to 
identify any particular artistic trait in them. However, on the architectural and 
inscriptional evidence, these temples have been ascribed to the Nolamba style 


of art. 


Besides these art forms found in the above said temple, there are also a 
few individual sculptures preserved in the Dharmapuri museum and also at 
some temples of the region. These sculptures have close resemblance with some 
of the well-known specimens of Nolamba sculptural art. Therefore, it may be 
clearly said that during the 9" and 10" centuries A.D., Nolamba style of 


sculptural art prevailed in the region. 


By the end of 10" century and onwards, the region witnessed the 
political supremacy of the imperial Cholas. Large number of temples were 
constructed in the region under the patronage of the Chola kings and officers. 
From this time onwards, the sculptures carved in this region are influenced by 
the artistic tradition of the Tamil country. The sculptures carved during the 
period of the Chola occupation of the region bear clear-cut traits of the Chola 


sculptural art. 


The political supremacy of the Hoysalas in the 13" century A.D., made 
its impact on Salem region too. Hoysalas ruled this region for a short span of 
about a hundred years. During this period, about twenty temples are known to 
have been built in the region. Of these, about a dozen temples possess the 
influence of Hoysala sculptural art in the form of delicate carvings of friezes 
of faunal, floral forms and architectural themes, designs and decoration of the 


pillars and other decorative motifs. 


After the dawn of the Vijayanagara empire, a uniform application of 
architectural and sculptural motifs begin to appear in the temples of almost the 


entire region, south of Tungabhadra. Therefore, one can see, during this period 
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the depiction of sculptures and other decorative carvings in the temples almost 


on a uniform pattern associated with the Vijayanagara School of art. 


The region of our study, being under the influence of the Chola artistic 
tradition for a long period, the emphasis for the carving of decorative panels 
and other designs was less in the temple art. The reason for this is also because 
of the medium that was used for the construction of the temples. During the 
early period (i.e. the Nolamba period), fine-grained medium was used for the 
carving of sculptures, friezes and other decorative motifs of the building. 
Therefore, intricate and crisp carvings, sometimes even with a good polish are 
noticed during this period. After the occupation of this region, by the Cholas, 
uniform use of granite came in to practice. This medium was not suitable for 


the carving of lavish decoration on the temple walls. 


The Chola artists actually preferred to build the temples with simplicity; 
hence not much importance was given for the carving of decorative designs on 
the temple exteriors. Pure architectural mouldings were preferred for decoration 
of the building. Therefore, the minimal decorative carvings are found on the 
temple walls. But the Cholas school of had the practice of installing neatly 
carved sculptures, carved in a different medium, in the wall niches of the 
temples. Many such sculptures, fortunately, are available for the understanding 


of the sculptural art of the Chola period. 


During the Vijayanagara period emphasis was given for the architectural 
art. Sculptural art was not given much attention. Walls of the temples were built 
plain exhibiting simplicity and austerity. Only architectural decorations were 
with all details. Bhittipddas, kstas, kumbhapafijaras were the main themes of 
decoration. However, the absence of sculptural forms was suitably compensated 
by the carving of huge sculptural pillars in the halls and mantapas of the period. 


Instead of the temple walls, the pillars of the mantapas possess beautiful reliefs 
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and also, life size sculptures in the round of puranic personages, horses, vydlas, 


simhas, etc. 


The portrait sculptures in the round and in reliefs are also found in good 
number in the region. Carving of the sculptures of Alvars and Nayanmars begin 
from the time of the Cholas and continued during the Vijayanagara period also. 
Besides this, the portrait sculptures of the patrons of the temple also come into 


being during the Vijayanagara period. 


The temples of the Salem region have a wealth of sculptures belonging 
to different creeds. Majority of the sculptures are Shaivate in nature, followed 
by Vaishnava sect. Besides these, a few Jina and Buddha sculptures are also 
found. The table given at the end of the chapter gives a detailed picture of the 


creed, the class, type and also their location in the temple complex. 


Of the sculptures found in the region, Shiva and his different forms 
dominate in number. Next in number are the sculptures of Vishnu, Devi 
(Parvati), Surya, Brahma and others. A form of Shiva, i.e. the Bhairava is 
maximum in number. Forms of Shiva like Daksinamirthi and Lingddbhava, 
miscellaneous forms of Shiva like Biksatanamirthi, Umdasantvanamirthi, 
Tandavamirthi, Vrsasahitamirti, Umasahitamirti and Ardhandrisvara are also 
noticed. Forms of Shiva, cited above and also those not listed, are also found in 
reliefs on the pillars of the temple but those sculptures are very small in nature 
and are purely for decoration of the temple interiors. They are not considered 


for the statistical analysis. 


Next are the sculptures of Vishnu. Of the forms of Vishnu, Narasimha 
sculptures are maximum in numbers followed by the sculptures of standing 
form of Vishnu along with Sri Dévi and Bhi Dévi worshipped in the sanctums 
of the temples. Rests are the sculptures of Narasimha. Other forms of Vishnu, 


like Varaha, Varadardja, Rama, Vénugdpala etc., are also noticed. 
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All the other deities, being subsidiary in nature, are represented in their 
regular forms. After Vishnu, next come the forms of Durga, which are 
represented in two different forms. They are the Vishnu Durga and 
-Mahishamardini. Of the sculptures of Durga, majority of them are Vishnu 


Durga while only three sculptures are of Mahishamardhini. 


Now, the study and description of the sculptures of Shaivite, 
Vaishnavite, and other creeds are made here. In this study, only important 
sculptures ie., Important from the point of view of iconography and 
workmanship are only considered. Smaller sculptures, small reliefs and 
unimportant sculptures are not taken for study. However, they are listed in the 
table given at the end of the chapter. 


SHAIVA SCULPTURES 


All the Shaiva temples of the region, except one, have the Lingas housed 
in their sanctum. The only image found in the sanctum is of Ardhanarisvara. It 
is the hermaphrodite form of Shiva representing half male and half female 
form. It is a standing image, above six feet high, but very much worn out due to 
continuous worship. From its stylistic traits, it appears to be of the Chola period 
datable to 10 Century A.D. This sculpture is a standing in tribhanga. The left 
hand i.e. of Parvati is in katihasta mudra. The right hand i.e. of Shiva holds an 
unidentified object. It is not trisila, not danda, and not even the pinaka. It is a 
long club like weapon. The tip of the object is held by Shiva, while its heavy 
end is supported by his waist. 


The other forms of Shiva found are not enshrined in the sanctum. 
Majority of them are found in dévakdstas of the walls of the shrines. Among 


these sculptures, form of Daksinamirti is predominant. 
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Fig 48. An eye copy of Ardhanarisvara stone image in the sanctum of 
Ardhanarisvara temple at Tiruchengodu (approximate height 5’-6’, 


photography not allowed in the temple). 


Not to Scale 


SHIVA 


Three sculptures of Shiva standing in samabhanga are found in the 
Salem region. Of these, two are free standing images and one is a relief inside 
the dévakdsta of a temple (pl-176). This form of Shiva is also called by the 
name Candrasékharamiirti. Shiva is four handed and his hands are disposed 
thus, The upper right hand parasu, upper Left hand-trisila, lower left hand- 
Katihasta and lower right hand—abhaya. Of these sculptures, the one in the 
Salem museum is carved in granite (pl-177). It is simple in its carving and also 
archaic in its traits. It is also a relief sculpture and the features remind those of 
the Pallava style. The other two sculptures are of early Chola period. Both have 
tall slender form and identically executed and reflect the workmanship of Chola 
style of art (pl!-178). 


DAKSINAMURTI 


Daksinamirti is a form of Shiva, which is found invariability in almost 
all the Shaiva temples of Tamilnadu. Shiva, in this form, is depicted as the 
‘Guru- who guides his devotes in the right path (Daksinamarga)’ and hence 
called by this name. The images generally are housed inside the kOstas in the 
southern wall of the shrine, as per the prescription of the Texts. In the region of 
our study, images of Daksinamirti found are all of Vyakhyana daksinamirti. In 
this form, Shiva is represented as seated on a rock in /alitasana. His right hand 
is in vyakhyanamudra. Other hands hold sarpa, agni and aksamala. The four 
sages (Sanaka, Sanandana, Sanatkumara and Sanatsujata) are represented as 
seated on the foreground. The height of these images varies from one and a half 
feet to four feet. The earliest sculptures of Daksinamiarti can be seen at Pillur 
(pl-179). It is a grivadévata and the only Daksinamirti to be seen as 
grivadévata in the region. The practice of enshrining Daksinamirti images in 


the temples of the region continues till the end of Vijayanagara Period. The best 
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of the Daksinamirti sculptures are to be seen at Tadavur (pl-180) and at Salem. 


They belong to the Chola period. 
BHAIRAVA 


The cult of Bhairava appears to be very predominant in the region of our 
study. Forty-two sculptures of Bhairava of various types are noticed. These 
sculptures are found in the round and in relief. The sculptures in the round are 
found in the giidhamantapa, parivardlayas and prakaramantapas of the temple. 
Bhairava, according to tradition is considered as the ksétrapdla. Therefore his 
sculptures are found generally in almost in all the temples. In the forms of 
Bhairava of the region different varieties are discernable. They are fourhanded, 
eight-handed, and sixteen-handed Bhairavas. These Bhairava sculptures except 
three are in sthanaka posture (pls-181,182,183,185)), while three are in dsina 
posture (pl-184). Iconographically, they may be identified as vatuka, ksétrapala 


and aghora Bhairavas. 


The earliest of the Bhairava sculptiress seen in the region, belong to the 
Nolamba period cio" Century) (pl-185). The cult continued during successive 
periods. A rare instance of constructing a separate temple for Bhairava is also 
noticed. This is of the period of the Hoysala king Veersomeshwara, as 


evidenced by an inscription in the temple’. 
AGHORA BHAIRAVAMURTI 


Another aspect of Shiva, annihilating the demon of darkness, is the form 
of Aghdrabhairavamirti (pl-186). It is a popular representation in a different 
way. The way, the theme is represented here is interesting. Shiva is standing on 
the dwarf-demon holding a shield and a sword. Shiva is piercing the head of the 
demon with his trisdla i.e. suggesting the expelling of ajfiana (ignorance) from 
the head. Shiva is eight handed. He holds in his hands, weapons and attributes 
like, khadga, khetaka, mrga, dhanus and bana. The ferocity of the face of Shiva 
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is enhanced by his up-curled mustaches. It is a forceful, dynamic form of Shiva 


full of action. It is a sculpture of 16" Century A.D. 
LINGODBHAVA MURTHI 


Twenty-one sculptures of this form of Shiva are found in the region. All 
these sculptures are housed in the kdsta of the back wall of the sanctum of the 
shrines of Shiva and this is according to the Textual prescription (pl-187). All 
of the Lingodbhavamirti sculptures have uniform iconographic forms. The 
quality of carving is also uniform in them. This form represents Shiva inside an 
oval recess in the centre of the Lifga. Always Brahma and Vishnu are 


represented in the form of Swan and Boar. 


The concept of Lingodbhava of Shiva is depicted in an unique form in a 
sculpture carved attached to the shaft of the bhadraka pillar at Kailasanatha 
temple at Taramangalam (pI-188). It consists of Shiva, Bramha, Vishnu and a 
tatankavrksa. The composition of these subjects is very interesting. Shiva, in 
the form of Jinga is depicted on a large pedestal. Vishnu is seated embracing the 
shaft of the lizga with his two legs and hands. Bramha is standing at the 
backside of the /inga and he is embracing the tip of the linga by his two fore 
hands. He is five headed and holds in his upper hands a rosary and a pot. By the 
side of Bramha is a tall tatankavrksa. Thus the episode of Lingddbhava is 
conceived in a unique way by the artist and depicted in a very effective manner. 
Bramha shown as five headed also strengthens the conclusion that this is of the 
Lingoddbhava episode. It is noteworthy a parallel to this type of depiction has 


not been found anywhere. 
BHIKSATANA MURTHI 


Two examples of this form of Shiva are reported. One is a sculpture in 
high relief (pl-189) and the other is almost in the round carved attached to the 
shaft of a bhadraka pillar of the Vijayanagara times (pl-190). Of these, the 


second example is noteworthy. It is a sculpture of three feet height. It has got 
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eight hands. The attributes are the damaru, sarpa and an unidentifiable object. 
He is feeding the mrga with his right hand. He holds the ¢risila and the kapdla 
in his lefts hands. The other two attributes in his left hand are again 
unidentifiable. The sculpture exhibits the trait of late Chola and early 
Vijayanagara style of art. Both the sculptures of Bhiksatanamirti have 
attractive stance and gait. They are well carved and proportionate in form. 
Though carved in hard granite, both the sculptures are very attractive with their 


ornaments, and attributes. 
NATARAJA 


Nataraja is the dancing form of Shiva, also called by the name Tandava. 
There are different forms of dancing Shiva identified by different names. The 
most popular is the Natardja. Other forms are Sandhyatandava, 
UOrdhvatandava, Gajantakatandava, etc. The sculptures of this deity as wall 
reliefs and also in the round on the shafts of pillars are noticed. Nataraja is a 
very important form of Shiva worshiped throughout Tamilnadu. Temples of 
Nataraja at Chidambaram, Madurai and Thiruvengadu and also the one at 
Nedusal in the region of our study are well known. Though the cult of Nataraja 
is very popular, stone sculptures of this deity are rarely noticed. In the region 
however, almost all the Shiva temples invariably have a bronze sculpture of this 


deity. 


In the region of our study, five examples of this deity carved in stone are 
found. Two are wall reliefs and three are carved on a big scale on the shafts of 
the pillars of the mahadmantapa. Now, coming to the wall reliefs, Shiva is 
carved as wall relief in two examples, as dancing on the Apasmarapurusa. He 
has four hands, two of his hands hold damaru and agni, while the other hands 
are disposed differently in different sculptures. It is interesting to note that in 
one of the relief, he holds a ¢risila from which he is piercing the body of the 


demon lying below. He is flanked by Vyaghrapdda and Patafijali. In another 
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example, the two hands of Shiva are disposed in abhaya and lambahastha 
gestures. On his left is the relief of standing Shivakami. It is again interesting to 
note that, this sculpture is the representation in stone relief of a bronze image, 
because it has the pedestal and the prabhavali with flames, copied exactly like 
that of the bronze. 


Three more sculpture in the dancing form identified as that of 
urdhvatandava are also found. These sculptures are known for their exquisite 
quality of workmanship, the magnitude and their grandeur. All these sculptures 
are attached to the shafts of pillars of the mahGmantapa and prakara mantapa 
of the temple. They are datable to 16" century AD. The sculpture from 
Taramangalam is a magnificent representation of the theme. Shiva is 
representated as standing on one leg over the back of apasmdarapurusa. His 
other leg, i.e., the right leg, is lifted upwards, towards the sky. Shiva is sixteen 
and handed holds various types of weapons and attributes. By his sides are 
standing Brahma and Vishnu. Parvati is represented and she in afijalimudra. 
Shiva’s two lower hands are represented as holding and beating the kettledrum 
held near the thighs. The entire image is on a pitha supported by the 
bharavahakas. The composition of the figure is very elegant and balanced and 
is very impressive to the eye. The entire sculpture has a height of about eight 


feet. 


Another example from Thirucchengodu, is also equally attractive and 
beautiful in its form and execution (pl-191). Shiva is eight-handed and holds 
various weapons and attributes. He is also holding and beating the kettledrum in 
his two forehands. This image is also in ardhva Posture. The image is attractive 
for its delicate carving and exquisite workmanship. The face of Shiva is very 
calm and serene. Another sculpture of this form in the same place is also 


noticed. In every respect, this sculpture is similar to the one described above. 
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UMASANTVANAMURTI 


Two examples of this form are noticed. One is a loose sculpture 
enshrined in the kdsta of a temple (pl-41). The other is carved attached to the 
shaft of a bhadraka pillar (pl-192). The first is earlier in date. It has all the 
features of the typical Chola school of art. Particularly noteworthy is the tall 
parallel-sided jatamukuta of Shiva, which reminds us of similar jatamukutas of 
Shiva sculptures of Tanjore temple. Shiva is standing in tribanga posture and 
gently caressing the chin of Parvati who is standing by his side. Shiva is four 
handed and the only attribute of Shiva is the mrga held in his upper left hand. 
From his upper right hand, he loosens his matted hair and releases Ganga. His 
right fore hand is touching the chin of Uma while his lower left hand is 
embracing her. The ornamentation, the costumes and the mode of their carving 
and decoration are all typically Chola in character. The expression in the face 
of Uma is neatly delineated. She is shown as annoyed by the act of Shiva i.e. 
keeping Ganga is his jata. This aspect of Shiva is also called by the name 
Gangavisarjanamtrthi. 

The second example is of a later period (16" century). The sculpture is 
carved attached to the shaft to the pillar. It has a two-tiered pedestal supported 
by bhdravahakas, over which, Shiva and Parvati are standing. Shiva is 
consoling Parvati by gently touching her chin. Shiva is four handed. In his 
upper right hand a tiny standing image of Ganga in afijalimudra is carved. Uma 
is two handed. She holds lotus in her left hand and the right hand is in katihasta 
posture. The image has a semi-circle halo. The carving is not very elegant as the 
previous example but the general outlay, the stance and scheme of 


representation all exhibit workmanship of good quality. 
VRSABHASAHITAMURTI 


One example of this form is noticed. It is carved, attached to the shaft of 


a bhadraka pillar (pl-193). It is datable to 16" century AD. Shiva is standing in 
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tribhanga. Behind him is the standing Nandi. Shiva is resting his left elbow on 
the hump of Nandi, and Nandi is licking fingers of Shiva’s left hand. Shiva’s 
two upper hands hold parasu and mrga, while his lower right hand is in 
Abhayamudra. Shiva stands on a pedestal supported by bhdravadhakas. There is 
a flat simple and big halo behind Shiva. The ears and kundalas of Shiva are 
carved very prominently and his locks of hair arranged in a peculiar but stylistic 
manner is noteworthy. This form of Shiva is also called by the name, 
Pradosamirthi, the worship of which, at the praddsakala (dusk) is considered 
very auspicious and fruitful. Bronzes of the same theme of similar form are 


available in good number in the Salem region. 
UMASAHITAMURTI 


Umisahitamirti carved attached to the shaft of a bhadraka pillar (pl- 
194), is a life size sculpture of Shiva and Parvati standing side by side and 
gently embracing each other by their left and right hands respectively. This 
form of Shiva is also called by the name Alinganacandrasékharamirti. Shiva 
holds in his right hands the parasu and mrga. His left hands are holding Uma. 
Lower left hand is embracing Uma’s waist, while his upper left hand is placed 
on her left shoulder. Uma is two handed and holds a lotus in her left hand and 


her right hand is placed embracing Shiva’s waist. 


A big prabhdavali with kirtimukha is carved for the entire sculpture. The 
sculpture has the features of Vijayanagara art. This sculpture on stylistic and 


architectural grounds is dated to 16" century A.D. 
SUBSIDIARY DEITIES: 
DEVI 
Sculptures of Parvati, called by different names locally, are available in 


good numbers. These are all cult objects enshrined in the Amman shrines of the 


different Shiva temples of the region. They are all sculptures, carved in the 
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round, with or with out a prabhdavali. They are carved either in sthadnaka or in 
the dsina postures. The standing sculptures are all in samabhanga (pl-195) or 
tribhanga postures. They are always four handed holding in their upper hands 
pasa and ankusa and the lower hands are disposed in abhaya and varada 
mudras. The decorations are all conventional and traditional. The independent 
sculpture of Parvati enshrined inside the Amman shrines begin to appear from 
late Chola period and this tradition continued during the successive centuries 
also. As most of these sculptures are under worship, they are covered with 
varieties of dresses, ornaments, masks and shield. Therefore, it is not possible to 


go into the details of the iconographic variations, if any. 
DURGA 


Two forms of Durga are found in the region. The first form is that of 
Visnudurga, which are found in good number. This form of Durga is commonly 
noticed in almost in all the temples built in the Tamil tradition. The Texts 
prescribe that the northern and southern walls of the antardla are to be installed 
with the images of Mahisamardini and Ganesha respectively. Therefore, the 
sculptures of Visnudurga are found carved in the northern niche of almost all 
the temples. The Nolambas copied this tradition and this tradition penetrated 


deep into Hemavathi, the capital of Nolambas in Anantapur Dist. 


This form of Durga is represented as standing in samabanga or 
tribhanga on the head of a Buffalo (pl-196,197). Durga is always four handed. 
Two upper hands hold sankha and cakra, while the two lower hands are 
disposed in abhaya and varada mudras. Iconographically and aesthetically 
these sculptures are not attractive. These sculptures begin to appear from the 
early Chola period and continue even during the later period. Similar 
representation of the goddess standing on the head of mahisa but with a 
different form and conception is also noticed. The sculpture is very crude but 


iconographically it is interesting. The head of the mahisa is carved like that of a 
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raksasamukha with two horns of a buffalo. The goddess is standing in 
samabanga on the head of the demon. She is eight handed and holds bow and 
arrow and the other four hands hold unidentifiable objects. As the image is 
crude in appearance and form stylistically also it is difficult to date this 


sculpture. 


Another form of depiction of the same theme is also noticed. 
Stylistically, it can be dated to the Nolamba school of Art. The goddess is 
depicted as standing in tribhanga posture (pl-198). She is eight handed. Behind 
the Devi is the seated lion with prominent manes and representation of this lion 
reminds us of similar lion motifs of the Pallava pillars. This sculpture may be 


dated to the 10" century AD. 


Another form of Durga, in the act of killing the demon is also noticed 
(pl-199). It is a relief sculpture inside a wall niche of a temple datable to 10" 
century AD. The sculpture is crude in its form as well as in its execution. But 
the mode of representation deserves mention here. The goddess is four handed 
and she is holding sankha and cakra in her upper hands. Of the two lower 
hands, the left hand is holding the head of mahisa while the right hand holds 
khadga from which she has pierced the body of the demon. This is mode of 
representation of Mahisamardini was popular in the Karnataka tradition. The 
Tamil tradition as apposed to this, represents the same theme in a different form 
i.e. the Visnudurga, cited above, and the other is the depiction of a battle scene 
in which she confronts mahisa, face to face, as depicted in the famous 
mahisamardini cave at Mahabalipuram. But the representation of Durga, the 
sculpture under study, is in Karnataka idiom. This region being a part of 


Nolambas territory is influenced by the Karnataka mode of sculpting. 


Another sculpture of the same theme and mode of depiction is found in 


the Kamakshiamman temple at Dharmapuri assigned to the Nolamba period and 
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workmanship. This is the sculpture in the round, called by the name — 
Samharadurga. 
KALI 

Three sculptures of K4li in dancing posture are noticed in the region. All 
the three are attached to the shaft of the pillar and are quite impressive in form 
and size. They are datable to 16" Century AD. The sculpture from 
Thiruchengodu is the best of the group of Kali sculptures found in the region 
(pl-200). The goddess is four-handed. She holds damaru and trisila in her 
upper hands and khadga and khétaka in the lower hands. The ornamentation is 
quite rich on the body and the drapery is also equally delicate and crisp. The 
halo of Kili is carved like rising flames. There is also a wide spread jata on the 
two sides of her head. She wears various ornaments and also a breast band 
(kucabandha). Each and every part of her body is well carved with varieties of 
ornaments and drapery. Behind the image of Kali is the seated Lion, the vehicle 
of the Goddess. The image is standing on a tall pedestal supported by 
bharavahakas. 


The second example of the same deity is also in dancing posture. This is 
eight handed. Two upper hands are in swargahasta gesture, middle hands hold 
Sankha and Cakra, the lower hands are in /dlahasta gesture and the two fore 
hands are in samyuktahasta gesture. She is represented as dancing with both her 
knees bent and the feet kept apart. The image has the flame like coiffure, flat 
semi circular halo crowned by the kirtimukha is provided for the sculpture. The 
images, though iconographically interesting, lacks beauty and also sense of 


form and proportion. 
VIRABHADRA 


Though Virabhadra is known since the Puranic period, the cult of 
Virabhadra became popular only during the Vijayanagara period. Therefore 


Virabhadra is adopted into worship in later temples. Four sculptures are 
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reported in the region. Of these, two are noteworthy for their excellent 
workmanship. These two sculptures are life-size forms of the deity. Both are 
four handed. Iconographically, Virabhadra is supposed to hold bow and arrow 
and khadga and khetaka. But in the example from Thiruchengodu temple (pl- 
201), Virabhadra holds, in his upper right hand, an unidentified lump-like 
object. Virabhadra, in his ferocious fighting, is killing Daksa lying on ground. 
He is trampling him with his right foot and has pierced his chest with his sword. 
The ornaments of the god are the jatamukuta, fillet, necklace, udarabandha, 
kéyiira, kankana, upavitamala, etc. The high-soled sandals Virabhadra wears 
are a regular feature of all the Virabhadra sculptures. The sculpture is neatly 
executed with great ferocity and action. It is a sculpture carved attached to the 


shaft of the pillar of the mahamantapa. 
GANESHA 


Sculptures and reliefs of Ganesha are found in umpteen numbers. They 
can be noticed in each and every temple of the region, carved inside the kdstas, 
placed in the mdlikas, khulikds and in the gidhamantapas. The sculpture of 
Ganesha, like that of Mahisamardini, is to be installed in the kosta of the 
antardla, but on the southern side. Hence, they are found in each and every 
temple of the region. The sculptures of Ganesha begin to appear in the region 
from the early Chola period onwards. Iconographically, they are in two 
postures, namely, the sthdnaka and the dsina. He is seated in the normal as well 
as in rdjalilasana. He is always four-handed holding psa and ankuSa in his 
upper hands and bhagnadanta in his lower right hand, while the left is disposed 
variedly. Normally holds a mddaka. But there are also variants. In one example, 
his left hand is on the left knee, while the right hand holds the mddaka. The 
sculptures, varying in size from two feet to four feet are commonly noticed. The 
image of Ganesha is sometimes associated with a crude sculpture of a mouse 


seated in his front, carved separately. 
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CANDIKESVARA 


The sculpture of this deity is available in plenty. They are found as relief 
sculptures, loose relief sculptures and as sculptures in the round. They are all in 
asina posture. They are carved commonly in sukhdsana seated on a pedestal 
and occasionally in ardhapadmdsana. The iconographic description of 
Candikésvara is as follows. He should be represented always two handed. His 
right hand holds paraSu and the left is ;@nuhasta. He should be installed on the 
side of the prandla facing south. Good number of sculptures of Candikésvara 
are found in the region. They are all carved according to iconographic 


prescriptions mentioned above. 


A rare instance of Candikésvari, a feminine form of Candikésvara is also 
found (pl-202). Iconographic features are the same but the image is that of a 
woman. It is now placed in the mahamantapa of the Amman shrine of 
Kamanatheshwara temple. It is to be noted that this image is not kept near the 
pranala of the Amman shrine. It is strange to see the presence of such a 
sculpture in a temple. The Texts do not mention anything about this form of the 


sculpture. 
NANDI 


Zoomorphic forms of Nandi are found in all the Shiva temples of the 
region. They are represented in the round as seated on a pedestal. The 
representation is uniform throughout, but only the depiction and decoration 
varies slightly from place to place and time to time. Of these, three images of 
Nandi are noteworthy. The first is the image of Nandi placed in the premises of 
Kali temple at Hosur (pl-203). On the pedestal of this image reliefs of devotees 
standing in a row in sthdnaka posture and afijali gesture are carved. It is a very 


rare feature noticed only in this temple. 
Another sculpture found at Shiva temple at Semmandapatti is 
noteworthy for its decoration and for the carving of the makara in relief on the 
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left knee of the bull (pl-204). No explanation for this can be found in the Texts. 
However, probable explanation for this can be given here. According to 
mythology, Gariga wanted to see the ceremonies and rites conducted for Shiva 
inside the sanctum, as she could not see the same sitting on the head of Shiva. 
Therefore, Nandi asks Gaviga to come and sit on his knee along with him. As 
Ganga had no other specific place in the temple complex, Ganga comes out of 
the sanctum and sits on the knee of Nandi and watches the rituals conducted 
inside the sanctum. Therefore, in accordance with this story, tiny representation 
of Ganga is carved. It is possible that in the present example, instead of Gaviga, 
a symbolic representation of that goddess in the form of her vehicle i.e. the 
makara is carved (pl-205). It is to be noted here that the Indian art symbol of 


makara represents water (Gariga) also. 


Another rare example of Nandi in anthropozoomorphic form carved 
attached to the shaft of the pillar is found in the temple of Tantonrishwara 
temple, Belur (pl-122). Here, Nandi, with human form, in afjalimudra is 
standing in samabhanga. He has the head of a bull wearing a conical kirita. The 
image is simple in its execution and elegant in form and is very interesting. It is 


standing in a pedestal. Its height is about five feet. 
BHRNGI 


A solitary example of Bhrfigi carved in the round is noticed in 
Tantonrishwara temple, Belur (pl-206). It is a sculpture of late origin as 
evidenced by its stylistic factor and mode of representation. Bhrngi is three- 
legged and two-handed. He has a Jata coiffuer. He wears necklaces and upavita 
made of bells. Bhrrgi is supposed to have a rickety figure, with his skeletal 
frame prominently visible. But in this example, he is not represented so. He has 
a supple body but the idea of his skeleton is symbolically represented through 


prominently visible ribs on his chest. 
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SASTA 

The synonymous name of Sasta is Ayyappa. Ayyappa is derived from 
the word Arya. The agamas refer to his name as Arya only. The cult of Ayyappa 
is late in its origin. Hence, sculptures also belong to later period. The 
iconographic features are that he is two-handed, he sits in utkutitasana and his 
mount is elephant (pl-207). His weapons depicted are either the vajrdyudha or 
the bow made of sugarcane. According to mythology, he is Hariharaputra i.e. 


son born from the union of Shiva and Vishnu (in the form of Mohini). 


The images of Sasta are found in good numbers. He is also considered as 
the guardian deity of some of the temples of the region. He is always kept in the 
northwestern corner of the temple. Of the Sasta sculptures found in the region, 
the one noticed at Airavatheshwara temple at Attimugam is noteworthy for his 
beauty and elegance (pl-208). Sasta is sitting on a rut elephant in utkufitasana. 
He has a long jata spread around his shoulder. He holds vajrayudha in his right 
hand. He wears necklaces, nagakéyura and other ornaments. The carving is 
neat, intricate and quite proportionate. The sculpture is datable to the late 


Hoysala period as evidenced by inscriptions. 
JWARAHARESVARA 


Rare and only example of a very uncommon concept of Shiva is the 
Jwaraharésvara form. It is found enshrined in a kdsta built in to the prakara 
wall of the Kailasanatha temple at Taramangalam (pl-209). The sculpture, on 
stylistic grounds is datable to late Vijayanagara period. It is a very rare 
representation of god Shiva not mentioned any where in the 4gamas or in the 
vastu Texts. However, Mahabharatha and Vishnudharmottara Purana mention 
this form of Shiva. In the Shantiparva of Mahabharatha, Bhishma mentions the 
manifestation of the deity as a concept of Shiva. According to that, Shiva 
created Virabhadra out to his anger to kill Daksa. Still the anger of Shiva did 


not get doused. Then, the entire anger, i.e., the heat (;/wara) of Shiva came out 
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of his third eye and this form of Shiva was created. Bhishma mentions that if 


people worship this form of Shiva, all their fever will go away. 


The sculpture is in sthanaka cum dancing posture. The image has three 
legs. The two main legs stand firmly on the ground with slightly bent knees. 
The third leg is lifted up with bent knee and turned towards right as in the 
sculpture of Natardja. He has three hands, holds in his left hand agni and the 
other left hand is stretched in the Jambahasta gesture. There is only one right 
hand, which is in abhayahasta. Jwaraharésvara has three heads, one facing the 
front and the other two facing the two sides. There is a flame-like halo and also, 
jatamukuta for all the three heads. The entire scujlpture has a prabhavali 
supported on two pilasters. The same iconography is given for this sculpture in 
Mahabharatha and in Agni Purana also. The sculpture, in general, is very neatly 
executed. Though the form looks strange, it is very intelligently composed. The 


decoration is also quite elaborately done. 
SUBRAHMANYA 


Sculptures of Subrahmanya are found in good numbers and are of late 
period and may be ascribed to the late and post Vijayanagara Period. Two types 
of sculptures of Subrahmanya are available. The first one is the form where he 
is seated on a peacock. He is twelve handed and holds a variety of weapons and 
attributes. He is six-headed. A semicircular prabhavali is provided, which runs 
all alround, connecting all the hands and kirita. This sculpture is always 


accompanied by two separate sculptures of Valli and Dévaséna. 


The other form represents this god as standing as a boy having two 
hands. He is single headed. His left hand is in katihasta gesture, while his right 
hand holds the dandayudha. That is why this deity is also. called by the name 


Dandapani. 
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SAPTAMATRKA 


The Saptamatrkas are Brahmi, Vaisnavi. Mahésvari, Kaumdri, Indrani, 
Varahi and Camunda. The concept of saptamatrka is very old and goes back to 
the Puranic period. The sculptures of the saptamdtrkas begin to appear from the 
time of the Badami Chalukyas and continued during the successive centuries. 
The Nolambas being the overlords of a region of Karnataka adopted the cult of 
Saptamatrkas and proquered some of the best specimens of the saptamdtrka 
sculptures of Karnataka. Contrary to this, in Tamilnadu, the saptamdatrka 
worship was never in vogue. Therefore, in the heartland of Pallavas and the 
Cholas the carving of saptamdatrka sculptures are not to be seen. The region of 
our study being buffer state, the cult of Saptamdtrka entered this region as early 
as 10" Century A.D. 


A few sculptures of saptamdtrka are found in the region. The carving of 
saptamatrka sculptures is generally of two types. The first is the type where 
matrkas are carved individually. The second type consists of a row of 
saptamatrkas carved on a single piece of stone. All these sculptures may be in 
relief or in the round. But, majority of the examples are in high relief only. The 
panels of saptamdtrka or the group of saptamdatrka images are always flanked 
by the sculptures of Ganesha and Virabhadra. Sometimes, in the place of 


Virabhadra, VinddharaSiva is carved. 


In the region of our study, independent sculptures as well as the panels 
are noticed. They range in height from two to three feet. The sculptures of a few 
matrkas found at Chandrachudeshwara temple at Hosur appear to belong to 10" 
Century A.D. during which period Nolambas ruled over this region. The 
sculptures bear certain of the Nolamba sculptural features, like heavy breast and 
voluptuous feminine forms. The ornate kirifas are also carved to these 
sculptures. These traits remind us of similar sculptures of matrkas preserved in 


the Hemavathi museum. Therefore, these sculptures may be attributed in the 
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10" Century AD. This is an incomplete set of mdtrka images. The images found 


in this group are Brahmi and Vaisnavi. Remaining five mdatrkas are missing. 


There is one more set of mdtrkas sculptures, of which only two are 
extant. These are carved on a single slab in high relief. They are of Braémhi and 
Mahésvari. Stylistically, they appear to be poor replicas of their Hoysala 
counter parts. Two more sculptures of Brahmi and Chamunda are reported in 
the Chandrachudeshwara temple at Hosur (pl-210). They bear the clear stamp 


of Vijayanagara sculptural art. 


One full set of matrkas carved independently in the round is found at 
Shukavaneshwara temple at Salem. Each sculpture of the group is carved on a 
high pedestal. The sculptures are represented in /alitasana. The sculptures are 
quite big in size. Each may be of four feet in height. But unfortunately, all these 
sculptures are not well-finished. These sculptures are datable to Vijayanagara 
period. Only one full panel of saptamdtrka sculptures is noticed at 
Bheemeshwara temple at Manapalli. [t is of crude workmanship and hence, 


deserves no mention here. 
JYESTHA DEVI 


The goddess, who came out of the ocean when it was churned by the 
demons and the gods to bring out the nectar hidden inside the ocean, is 
Jyésthadévi. Jyésthadévi is considered as the elder sister of Mahalakshmi. 
Jyésthadévi is worshiped only in Shiva temples and never in the Vaishnava 
temples. Jyésthddévi is represented always .with her Kakadhwaja and also 
flanked by her son and daughter. The son is always represented as bull-faced 


(pl-211). 


The sculptures of Jyésthadévi are found in good numbers in this region. 
All the sculptures are in high relief carved on independent slabs. Except in one 


example, Jyésthddévi is represented as sitting in sukhdsana flanked by her son 
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and daughter. The figure in background a kakadhwaja or dhwajas is relieved 
(pl-212). 


Agamas prescribe certain anatomical features like an ugly face, sagging 
breast and big paunch. But none of these features are seen in any of these 
sculptures. Jyésthadévi is always represented as two handed. She holds a 
kumuda (water lilly) in her right hand and the left hand is always in the 
ianuhasta gesture. Her son and daughter are represented as seated in 
utkutitasana. The daughter holds a lilly while the son holds a club. A solitary 
relief found at Kamanatheshwara temple at Aragalur has all these deities in 


standing posture (pl-213). 


Of the sculptures noticed in this region, the one found at 
Shukavaneshwara temple, Salem seems to be the earliest sculpture of this deity 
datable to 11 Century A.D. The concept of Jyésthadévi appears to begin from 
the middle Chola period and continued during the successive centuries. This is 


a concept not familiar in the Karnataka region. 
CAMUNDA 


An aspect of Durga in the posture of killing the demons Canda and 
Munda, according to the Puranas is called by then name Camunda. Generally 
only one body of the demon is carved at the feet of the Goddess. Three 
sculptures of Camunda are noticed in the region. Two are sculptures in the 
round, while one is a relief. But, in the saptamdtrka group, Camunda is 
represented in a different way. In saptamatrka group Camunda is not 
represented in the samhdra posture. She is just represented as sitting in the 
sukhdsana on a pedestal or in utkutitasana. Of the three sculptures under 
discussion, two are from the saptamatrka group and one is an independent 
relief of the goddess in the samhara posture. She is eight-handed. The demon is 


lying below the feet of the goddess. There is a flame like kirita for the goddess. 
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Two other sculptures are from the Saptamdatrka group. Of these, one is in 
the Dharmapuri museum while the other is in Sinnakottur (pl-214). Both are 
identical in their form, but the one at Dharmapuri museum is bigger in size (five 
feet) than the other. The goddess is seated in sukhdsana on a pedestal. She is 
four-handed. She holds damaru and trisila in her right hands. pasa and 
panapatra in her left hands. She has a flame like halo and headgear. She wears 
makara and patra kundglds and other ornaments. Prominent among them is the 
rundamala. The neatly arranged pleats of her sari are delicately depicted and 


executed. The figure is well decorated but lacks beauty and dynamism. 
VAISHNAVA SCULPTURES 


Sculptures of Vishnu and those connected with Vaishnava sect. They are 
comparatively less in number in the region. The reason being that this area was 
dominated by the Shaivites and Shaivism was almost the state religion under 


the Tamil rulers. 


The region of Salem, being a buffer state, also experienced the same 
state of religious affairs. The earliest of the monuments/shrines to be noticed in 
the region belong to Vaishnava cult. They are the rock cut shrines of 
Namakkal. They are datable to the middle of 7" century AD. After that no 
material remains belonging to Vaishnava cult are been noticed anywhere the 
Salem region. It is only during the middle of 13" century, one can notice the 
existence of Vaishnava monuments. These Vaishnava temples are known to 
have been in existence during the first quarter of the 13" century. During that 
period, the region was under the political sway of the Hoysalas. It is possible 
that because of the Hoysala rule Vaishnavism might have been revived in the 


area, which resulted in the construction of a few Vaishnava temples. 


During the Vijayanagara period, Vaishnavism becomes an important 
religion. Throughout the Vijayanagara empire, temples dedicated to Vishnu are 


known to have been constructed. Vaishnavism, no doubt, received equal 
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patronage as Shaivism from the Vijayanagara rulers. It is also a known fact that 


the religion of the royal family of the Vijayanagara rulers was Sri Vaishnavism. 


The region of Salem being a part of Vijayanagara empire, closer to the 
Vijayanagara capital than any other region of Tamilnadu, was also influenced, 
to a great extent, by the religious policy of the Vijayanagara rulers. There are 
about twenty temples in the region, the construction of which is ascribable to 
Vijayanagara period. Though inscriptional evidence cannot be furnished for the 
exact date of construction of these temples, the architecture and decorative 
motifs used in these temples help us to fix the date of these temples to the 


Vijayanagara period. 


During the post-Vijayanagara period, the area was ruled by a few 
palegars belonging to Shaiva sect. They have given innumerable grants to the 
Shaiva temples of the region but not to the Vaishnava temples. This fact clearly 
shows that Vijayanagara style of architecture, as far as the Vaishnava temples 
where concerned, ended with the fall of the Vijayanagara empire. Therefore, all 
the Vaishnava temples of the region are ascribed to the late Hoysala and 
Vijayanagara periods only and not to the post Vijayanagara days. Therefore the 
Vaishnava sculptures found in these temples can also be definitely dated to the 
period extending from the beginning of 13" century to the end of 16" century, 
with few exceptions. These exceptions being the sculptures of Vishnu installed 


in the niches and parivardlayas of the Shaiva temples of the early period. 
SCULPTURES OF VISHNU 


Earliest Sculptures of Vishnu found in the region of our study are from 
the rock cut shrines of Namakkal. All the sculptures found here are in high 
relief carved on the wall in between the pilasters. They cannot be actually called 
as the regular niches, but they are the recession made in the interspaces of the 


pilasters. They are huge reliefs as those found in the caves at Mahabalipuram 
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and Badami. The date of these rock-cut shrines has been established as 7" 


century AD. Hence the sculptures are also dated to the same period. 


Sculptures of Sésagayi Vishnu, Vamana/Trivikrama panel and 
Safikaranarayana panel are carved in one cave while in the other cave seated 
Narasimha, Ugranarasimha, Vamana/Trivikrama, KévalaNarasimha and 
Vaikunthanarayana are carved. The Sésasayi sculpture at Namakkal belongs to 
the uttamayégasayanamurti and the Vaikuntanarayana belongs to the 
uttamabhdgasanamiurti class of sculptures. All the sculptures are known for 
their simplicity and beauty of their execution. Their poses and postures are 
natural. The sculptures are full of dynamism and movement. Archaic quality of 
the sculptures is very well visible in their depiction. The contours of the body 
are very strong. These sculptures closely resemble the sculptures in the Pallava 


port city of Mahabalipura. 


The depiction of the Sculptures also has resemblance with the Sculptures 
‘of Vaishnava cave 3 at Badami particularly those of Trivikrama and Bhivaraha. 
From these sculptures, it becomes clear that as early as the middle 7" century 


Vaishnavism was a popular religion in the Pallava country. 


After 7" century AD, there is a gap of about six centuries, after which 
Vaishnava temples began to appear in the region. However the absence of 
Vaishnava temples datable to this period does not in any way prove the absence 
of Vaishnava cult itself in the region. But during this period of gap sculptures of 
Vishnu do appear but not in Vaishnava temples but in the temples of Shaiva 
creed. Sculptures of a few selected forms are found in the kdgstas and 
parivardlayas of Shaiva temples. The date of these sculptures range from 10" 


century AD to 16" century AD. 


The sculptures that are carved between 10" and 13" centuries in the 
Shaiva temples of the region are all alike, the only difference being that they are 


either in the sthanaka or the dsina posture. About twenty Sculptures of Vishnu 
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are available. They can be identified as Sculptures of Mahavisnu (pl-215). 
They are all four handed and have in the upper right hand-cakra, upper left 
hand — Sankha, lower left hand-katihasta and lower right hand- abhaya 
gestures. Of these all except one are in sthdnaka posture, found enshrined in the 
garbhagrha, kostas and corridors. Only one Gsinamarti of Vishnu, as 
grivadévata (p\-216) is found at Pillur. These sculptures, in their workmanship 
vary from place to place. Their general form is typically Chola in workmanship. 
Of these Sculptures, almost ten Sculptures of Vishnu are known for their 
exquisite workmanship and their beauty. The Sculptures of Vishnu in the kdsta 
of Chandrachudeshwara temple at Hosur is attractive for its intricate and 
elaborate decoration. Though it is Chola in its form and style, the quality of 
carving, intricacy of decoration, polish etc., indicate the influence of Hoysala 
craft in the making of these Sculptures. It is a known fact that this temple has 
ample Hoysala features of architecture and Sculpture. Therefore it is possible 


that this Sculpture is created under the veil of Hoysala influence. 


During the period of the Hoysalas, as said earlier, some temples are 
known to have been built in the region. All these temples have Sculptures of 
Vishnu and his two consorts flanking the main image. All the Sculptures are in 
sthanaka posture. As the photography of these Sculptures is strictly prohibited, 
it was not possible for the author to study the details of these Sculptures. 
However the general features may be described thus. They possess general 
characteristic features of late Chola Sculptures and they are very much close to 
early Vijayanagara art. They are all carved out of granite and quite majestic in 
their forms and features. They can be classified under the 
adhamabhégasthanakamiarti. All these Sculptures are in the same posture but 
called differently by names like Karivaradaraja, Adikeshava, Soundararaja and 


Chennakeshava. 
One of the temples has few kdstadévatas, which are also the forms of 


Vishnu like Narasimha, Varaha, Hayagriva, Vénugopala and Mahavisnu. They 
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are all in sthanaka posture and possess the features of late Chola Sculptural art. 
Of these Sculptures, the Sculptures of Narasimha, Varaha, and Hayagriva are 
dwibhujamiartis, while those of Vénugdpala and Mahavisnu are 
caturbhujamirtis. Even these Sculptures are cladded with varieties of clothes, 
hence, not available for a detailed study. In their general outlook, they are not 
very impressive and hence, not interesting Sculptures from the point of view of 


a detailed study. 


Sculptures of Vishnu of Vijayanagara period are available in fairly good 
numbers. About twenty temples are known to have been built during this 
period. All these temples enshrine a sculpture of Vishnu installed in their 
sanctums. No other sculptures of Vishnu are found anywhere in the temple 
premises. Two sculptures of Rama and his associates are found carved attached 
to the shaft of the pillar of the mahamantapa of two temples of Tenkaraikottai 
and Ayodhyapattinam. 


The sculptures in the garbhagrha of the Vijayanagara temples are mostly 
in sthanaka posture. There are few Sculptures of Vishnu in the form of 
Varadaraja. The Sculptures in the dsina posture are of Lakshminarayana and 
LakshmiNarasimha . The God is represented as seated with his consort 
Lakshmi seated on his left lap. An interesting feature of Lakshmi of the 
LakshmiNarasimha Sculpture from Tammampatti (pl-217) is that Lakshmi is 


facing the front and is in the afijalimudra gesture. 


Of the sculptures enshrined in the garbhagrha, two identical examples of 
Rama and his retinue are noticed. These temples are of the Vijayanagara period 
Rama in the form of Pattabhirdma, is installed in the sanctum. He is seated in 
veerdasana. His right hand is in jftanamudra (vyakhyanamudra) and his left hand 
is januhasta. To his left is the seated sculpture of Sita. She is seated in 
sukhasana holding a lotus in her right hand and her left hand is in 


januhastamudra. Surrounding them are the standing sculptures of Lakshmana 
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and Bharata who are shown as holding the chatra and camara. Shatrughna 
stands in afijalimudra. Hanuman is shown as seated near the feet of Rama. He 
is also in afjalimudra. Inside the sanctum itself sculptures of Sugreeva, 
Jambhavan, Angada and Vibheeshana are kept, suggesting the concept of 
Pattabhirama. They are all standing in samabhanga and in afijalimudra. The 
faces of Sugreeva and Angada are carved as monkey faces, while Jamabavan 
has the face of a bear. Vibheeshana is shown with a mustache, probably 


suggesting that he is a king. 


A few sculptures called locally as that of Visvakséna are found. These 
Sculptures are represented as seated on a pedestal in virdsana (pl-218). The 
Sculpture is four handed of which the upper right hand holds cakra, the upper 
left hand-Sankha, lower left hand-varada and lower right hand is in the abhaya. 
It has a tall elongated kirita. The Sculpturing is not very refined. The 
workmanship is very ordinary. These Sculptures have all the features of Vishnu 
but not those of Visvakséna. Visvakséna, according to the texts, should be in 
the tarjanimudra and he should hold a sword as he is the séndpati. The 


Sculptures under study are kept in the guédhamantapa and called as Visvaks€na. 


A Sculpture locally called by the name Hayagriva (pl-219), carved 
attached to the bhadraka pillar of praka@ramantapa of a Shaiva temple is 
noticed’. It is a life size Sculpture standing in samabhanga. It is four-handed 
and holds in its upper right hand cakra, upper left hand sankha and the fore 
hands are disposed in afijalimudra. The shape of the head of the Sculpture is of 
a bull and not of a horse. The ears are stretched sideways unlike those of the 
horse, which will be at the top of the head. Therefore it is not the Sculpture of 
Hayagriva but the Sculpture of Vishnu who comes in the form of Nandi to 


rescue Shiva from Sani. 


Vishnu, coming in the form of Nandi to rescue Shiva from Sani, is a 


popular tradition in Tamilnadu. And that image is worshipped during pradosa. 
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Incidentally, by the side of this image is the Sculpture of Shiva with Nandi 
(Vrsabhasahita) worshipped as Praddsamirti is also found. Therefore, it can be 
said that this Sculpture is not of Hayagriva but of Vishnu appearing in the form 
of Nandi for Shiva’s help. But no specific name for this form of Vishnu is 


known. 
MISCELLANEOUS SCULPTURES 
BRAHMA 


Sculptures of Brahma begin to appear from the time of the 10“century 
AD in the region of our study. Sculptures are found as kdstadévata and 
as grivadévata found at Pillur is a relief Sculpture (pl-220). Brahma is seated on 
a pedestal in ardhapadmasana. He is four handed and holds in his fore hands 
pustaka and aksamdala. The two rear hands are mutilated. He is placed facing 
north. The Sculpture has archaic features of the early Chola style. Brahma is 
four headed and wears a jeweled kirita common to all the heads. The face of 
Brahma is neatly delineated. He is not depicted as an old man and also has a 
cleanly shaven face. These features are common to all the Sculptures of Brahma 


of the Chola idiom. 


The other sculptures of Brahma datable to the Chola period and onwards 
are all sthanakamirtis. They are all found placed inside the dévakdsta of the 
main shrine of the Shaiva temples (pls-221,222).. They are loose sculptures 
carved in a different medium than that used for the main shrine. These 
sculptures of Brahma are carved on an ornate pedestal as standing in 
samabhanga. They are four headed and four handed. In the upper hands they 
hold aksamala and kamandalu and their lower left hand is in the katihasta, 
while their right hand is in abhayamudra. Their treatment in depicting the 
drapery ornaments and general contour of the body all reflect the typical Chola 


workmanship. About twenty-five sculptures of Brahma placed inside the 
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dévakostas are found in the region. The earliest of the sculpture of Brahma is 
enshrined in a dévakdsta, at Arapallishwara temple at Valarpurnadu (Kollihills) 
datable to 10" century AD. These sculptures of Brahma, though they belong to 
different periods, they all look alike and stereotype in their form. Hence, it is 
difficult to arrange them in chronological order. Only one sculpture of Brahma 
carved attached to the shaft of the bhadraka pillar of the prakdramantapa of the 
Kailasanatha temple at Taramangalam is noticed (pl-223). It is a life size 
sculpture of Brahma standing in samabhanga on a carved pedestal. Brahma is 
four handed and his upper hands hold rosary and a pot. His lower left hand 
holds a pustaka and in his right hand is a small flat unidentifiable object. 
Stylistically it is datable to Vijayanagara period. 


Another form of Brahma, identified as Prajapati, is carved attached to 
the shaft of the bhadraka pillar in the temple cited above (pl-224). He is 
fourhanded and is in afijalimudra. Two upper hands have aksamdla and 
kamandalu. He is represented as having a long drooping mustache and beard. 
He wears a conical jeweled kirita. He is carved as one among the retinue of 


Shiva in this temple. The sculpture is in Vijayanagara style. 
SURYA 


The sculptures of Sirya begin to appear from 11" century onwards. No 
independent temple for Sirya is known to have existed in the region of our 
study. Though this was under the occupation of the Nolambas for a quite a long 
time, no inscription mentions the construction of an Adityagrha in this region 
and also the sculpture of Sirya found at Hemavathi and a few preserved in 
Madras government museum are known for their exquisite quality of 
workmanship. The region of our study, though being a territory of Nolambas 
for over a century, does not have even a single temple dedicated to this god or 
not even a sculpture datable to the period of Nolambas on stylistic grounds. All 


the sculptures that are found in the region are of those installed in the 
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parivardlayas or sculptures kept in different parts of premises of Shaiva 


temples. 


Sarya, as is known, is a member of Siva paficdyatana group of 
sculptures. Therefore, all the Shiva temples of the region invariably possess a 


sculpture of Siirya (pl-225). 


Earliest depiction of Siirya is noticed in the Sésasdyi cave at Namakkal. 
It is not an independent sculpture but relief of Sirya. Siirya is shown as 
standing as an attendant deity for Sésasayivisnu. The reliefs of Sirya and 


Candra carved in this cave are quite big and impressive in their form. 


The sculptures of Stirya found in the region are in high relief or in the 
round. However, the latter is more in number than the former. Sculptures 
depict Sirya as standing in samabhariga. He is always two handed and holds in 
each of his hands a lotus. He is often attended on by his two associates Usa and 
Pratyusda, depicted through the figures of ladies standing by his side. Most of 
these sculptures are simple in their execution and their forms are also quite 
elegant. Of these sculptures the sculpture of Siirya at Chandrachudeshwara 
temple at Hosur (pl-226) deserves special mention because of its ornate quality 
of carving. The sculpture is decorated with various ornaments and drapery 
including a semi-circular prabhavali. The sculpture is in the Chola idiom but 
the decoration is due to the influence of Hoysala rule during which period this 


temple was built. 


Sculptures of Sirya found in the region vary in their height. They range 
from two to five feet. 


ASTADIKPALAKAS 


Three examples of the sculptures of Astadikpdlakas are noticed in the 
region of our study. Two of them are relief panels found in the central bay of 


the ceiling of the giidhamantapa (pl-82). They are of Nolamba style of art 
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found in the temples of Mallikarjuna and Kamakshiamma at Dharmapuri. The 
central panel has Shiva as Uméasahita and the surrounding panels have 
AstadikpGlakas carved in each of the panel. They are carved in their respective 
directions i.e. Jndra (east) (pl- 227), Agni (south-east) (pl-228), Yama (south), 
Nirurti (south-West), Varuna (West), Vayu (North West), Kubéra (North) and 
IsGna (North East). They are shown with their consorts and as riding on their 


vehicles. These vehicles are shown in movement. 


The third example is an incomplete set of Individual sculptures of the 
Astadikpalakas, carved in the round. They are of Indra, Agni, Vayu, Yama and 
I§Gna. They are found in the temple of Chandrachudeshwara at Hosur. These 
sculptures are placed surrounding the main shrine in the mdlikas built to the 
inner wall of the prakdra. Only five sculptures amongst the eight are extant. 
These sculptures do not appear to be of the same date. Carving of two of the 
sculptures exhibit folkish features and the features of the three remaining 
sculptures are Chola in character but the ornamentation exhibits the Hoysala 
traits. Indra is shown as seated on the elephant in virdsana and is two-armed. In 
his right hand, he holds the vajra. The left hand is shown as januhasta. Vayu is 
shown as riding his vehicle, the deer. He is also two-handed. Yama is depicted 
as riding on his mount the buffalo. /Sana rides on his mount, the bull. Agni is 
shown as two headed and riding his mount, the Ram. All these sculptures are 
shown as single. They are not accompanied by their consorts. The height of 


these sculptures is about three feet: - 
DWARAPALAKAS 


Dwarapdélakas are the door-keepers of the temples, and sculptures 
representing them are noticed invariably in all the temples. The sculptures of 
these Dwdrapdlakas are found carved both in relief as well as in the round. 
They are always carved in pairs. The forms of these sculptures closely resemble 


those of the main deity. They are four handed and the attributes they carry vary 
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based on the creed to which they belong. The Shaiva Dwdrapdlakas hold the 
trident and the kettle drum in their upper hands and the Vaishnava 
Dwarapalakas hold the conch and the discus in their upper hands. The mace is 
common for the Dwarapalakas of both the creeds, which is held in their lower 
left hand. Their lower right hand is disposed in various gestures like the 
Tarjanimudra, abhayamudra and swargahasta. But the commonly found 
gesture is the Tarjanimudra. Their faces are shown as ferocious, and they wear 
a kirita, which is occasionally shown with a halo of flames. The ferocity of the 
face is shown by the carving of the prominent canines. They are shown as 
standing with one of their legs firmly placed on the ground while the other leg 
is lifted across the other leg and shown as resting upon the mace. The left leg of 
the Dwarapalaka to the left side of the doorway is shown as lifted while the 
right leg of the Dwdrapdlaka to the right side is shown as lifted. This is a 
posture common in Tamil idiom, whereas the Dwarapdlakas in the Karnataka 


idiom is sometimes shown in tribhanga or dwibhanga. 


The Texts prescribe that the Dwdarapdlakas have to be provided for all 
the doorways of all the four directions. Dwarapdlakas are found carved at the 
doorway of the giidhamantapa. They are sometimes carved on the pédyas of the 
dwarabandha. They are even found in the mahadwaras of the temple. The 
temple of Brihadishwara at Tanjavur has Dwarapdlakas carved on the 


mahadwara. 


The Dw4rapdlakas sculptures are found in almost all the temples of the 
region of our study. They are found carved in round as well as in relief. All 
their forms are as described above. Sculptures of Dwarapdlakas that deserve 
mention for their good workmanship are those found at Shukavaneshwara 
temple at Salem, Kailasanatha temple at Kargudi (pl-229) and the Soundararja 
perumal at Salem. The mahddwara of Kamanatheshwra temple, considered as 
one of the earliest mahddwdras of the region, has the sculptures of 
Dwarapdalakas. They exhibit the features of Chola sculptural art. A sculpture of 
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a dwarapdlaka is carved attached to the shaft of a bhadraka pillar. Strangely, 


this sculpture is not carved near the doorway (pI-230). 
MANMATHA AND RATI 


Sculptures of Manmatha and Rati are found at many temples in the 
region. They are the representations of love and sexual pleasure. Their grace is 
supposed to be necessary for the fulfillment of the third Purusartha of a man 
i.e. Kama, according to the Hindu tradition. Therefore, for gaining satkama 
(love and lust in the right path) they are worshipped. The sculptures of this 
couple are found in many temples, especially in the Shaiva temples. Texts 
prescribe that the sculptures of Manamtha and rati should be carved with great 
luster and ornamentation. They are shown as two-handed. Manmatha holds the 
bow made of sugarcane in his left hand and the arrows made of five flowers in 
his right. He must be shown as embracing his wife in the left hand. Rati must be 
depicted as a young lady with a voluptuous body. She should be decked with 


various ornaments. The mount of Manmatha is the parrot. 


Sculptures of Manmatha and Rati are found in a few temples of the 
region. They all belong to the Vijayanagara period datable to 16" century. The 
carving of these sculptures was one of the favourite themes for the artists of the 
Nayaka dominion. They are found carved attached to the shafts of pillars of the 
mahamantapas of the temples. Such sculptures found in the heartland of 
Madura Nayakas are of huge dimensions, their height going up to almost fifteen 


feet. 


Sculptures of Manmatha and Rati found in a few of the temples region. 
They are found carved in relief as well as in the round. Of these, the sculptures 
at the Kailasanatha temple at Taramangalam (pls-231,232.) and the 
Ardhanarishwara temple of Tiruchengodu (pls-233,234.) are noteworthy for 
their excellent workmanship and intricate carving. The couple is carved 


separately in these temples and shown as facing each other. In the first example, 
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Manmatha is shown as riding his mount, the parrot and he is shown with a bow 
and arrow of sugarcane and flowers. Rati is also carved facing him and she is 
also shown as riding a parrot and as aiming him arrow set in her bow of 
sugarcane. They are carved attached to the shaft of the bhadraka pillar of the 
prakaramantapa. The sculptures are carved on a high pedestal. The 


workmanship and the execution of these sculptures are very impressive. 


The second example is found carved attached to the pillars of the 
mahamantapa of the Ardhanarishwara temple at Tiruchengodu. These are also 
independent sculptures of Manmatha and Rati. Rati is shown as drawing the 
flower arrow from her quiver with her right hand and she holds the sugarcane 
bow in her left hand. She is decorated with various jewels like ratnavatamsa, 
kéyiira, kankana, kaitcika and nipura. She is bedecked with various hdaras. The 
pleats of her sari are neatly carved. She is standing on a pedestal with reliefs of 
parrots at its corners. The sculpture of Manmatha is carved on the pillar facing 
this pillar. He is also drawing an arrow from his quiver with his right hand and 
holds the sugar cane bow in his left hand. He wears a jeweled kirita. He is also 
bedecked with various ornaments like the necklaces, udarabandha, kéyiira, 
kankana, upavita etc. He is depicted as standing on a chariot drawn by parrots. 
The wheels of the chariot are carved on the sides of the pedestal on which the 
sculpture is carved. These sculptures have the features of Vijayanagara 
sculptural art and can be dated to 16™ century. The decoration and the intricacy 
of carving are very neat and impressive. Reliefs of Manmatha and Rati are also 
found in the region: Of them the reliefs carved on the two sidewalls of the 
doorway of the mahadmantapa of Achaladeepeshwara temple at Mohanur and 
the reliefs carved in the ndabhicchanda of the kalydnamantapa in the 


Kailsanatha temple at Rasipuram are noteworthy. 


Apart from the sculptures of divinities, sculptures of sages, saints, 
devotees and the sculptures of the patrons of the temple are also found in the 
temples of the region. The sculpture of sage Agastya (pl-234a), who is very 
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revered in the Tamil country, is noticed in two places. One is a life size 
sculpture carved attached to the shaft of the bhadraka pillar of the 
prakaramantapa. He is shown as standing in samabhanga. His short stature and 
potbelly are depicted very effectively. He holds the kKamandalu in his left hand 
the ydgadanda in his right hand. The second example is noticed in the 
Kailasanatha temple at Kargudi, which is a small relief. The sage is shown as 
seated holding a book in his left hand and a rosary in his right hand. He is 


adorned with jata. 


Sculptures of sage Patafijali are found at a few temples in the region. he 
is considered an ardent devotee of Shiva, for whom Shiva had performed one 
variety of his Tandava. This sage is usually associated with another sage 
Vyaghrapada. Pataiijali is depicted as half human and half serpent. Sometimes, 
even the hood of the serpent is shown behind his head. A sculpture of Patafijali 
carved attached to the shaft of the bhadraka pillar of the prakaramantapa is 
noticed at the Kailasanatha temple at Taramangalam. (pl-235) He is shown as 
wearing a long Kirita and is in afijalimudra. He is two handed and his body is of 
a serpent below his waist. This is a sculpture of 16" century. The height is 
about five feet. This sculpture is carved on a high pedestal. Umpteen number of 
bronze icons of this sage are found in the temples of the region. As he is 
associated with Natardja, invariably a bronze idol of this sage is found along 
with the image of Natrdaja. Apart from these many small releifs of this sage are 


found in the temples through out the region. 


Vyaghrapadda is another sage associated with Natrdja. This sage is 
depicted in the anthropozoomorphic form wherein his torso is of a human and 
the portion below his waist is that of a tiger. He is shown as wearing rudraksa 
and has having two hands. He is adorned with jata. One of his sculpture carved 
attached to the shaft of the bhadraka pillar of the prakaramantapa is noticed at 
the Kailasanatha temple at Taramangalam. Many bronze images of this sage are 


also available in the region of our study. 
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The sculptures of all the sixty-three Shaiva saints popularly called as the 
Nayanmars are installed in twenty temples of the Shaiva creed. They are 
installed in the prakaramantapas. (p|-236) Their height usually varies from two 
feet to three feet. Of these sixty-three saints, four saints referred to as Nalvar 
are installed separately in a few temples. They are Tirundvukkarasu (Appar), 
Sundarar, Manikkavacakar and Tirunyanasambandar. Appar is depicted as an 
aged man wearing the rudraksamdla around his head. Sundarar is usually 
represented as a sage with matted locks. Mdanikkavacakar is represented as 
wearing a turban, as he held the post of a minister. Tirunyanasambandar is 
represented as a small boy wearing a dhoti up to his knee and his hairs are tied 
to the side of his head. He is supposed to have gained enlightenment as a young 
child. The sculptures of these four are housed in a separate cella in the 
Shukavaneshwara temple at Salem and their sculptures are carved attached to 
the shafts of the bhadraka pillars of the prakaramantapa at Kailasanatha temple 


at Taramangalam. 


Of the Vaishnavasaints the sculptures of Védantadésikar is found in 
good numbers. The sculpture of Ramanujacharya is also found housed in the 
antrdla or the ardhamantapa or the giidhamantapa of the temple. In the Rama . 


temple of Ayodhyapattinam these sculptures are housed in the sanctum itself. 


Sculptures of patrons are found carved in many temples. They are 
usually carved attached to the shafts of the pillars. (pl-237 & 238) They are 
sometimes shown as single and sometimes with their consorts. In some temples 
the sculptures of the patrons and their consorts are carved separately on 
different pillars. They are sometimes associated with their ministers and 
preceptors. Some of the Nayakas are shown with their entire retinue and all 
their wives. In the mahdmantapa of the Ardhanarishwara temple at 
Tiruchengodu, A Nayaka is shown with his four queens. In a solitary example, 
the statue of the Nayaka is carved in the round and placed in the mahamantapa. 
This is a life size sculpture about six feet in height. A tiny sculpture of another 
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man is carved near the feet of this big sculpture. Probably he is an attendant of 
the Nayaka. 


In some temples, there are some sculptures, which are associated with 
some local legends, the authenticity of which is not clearly known. These 


sculptures are identified with some persons mentioned in the legends. 
SCULPTURES OF BUDDHA 


Buddhism, it is known, flourished in the regions of Kaveripumpattinam, 
Nagapattinam and Kanchipuram, but the popularity of Buddhism in Salem 
region is yet to be studied. Aimpérumkaviyam of Sangam age provides 
sufficient details regarding the popularity of Buddhism in Tamilnadu. “Buddha- 
Kanchi” was one of the four Kanchis in ancient Tamilnadu. Huien-tsang, who 
visited the Pallava kingdom during Narasimha Pallava’s rule, notices the 


decline of Buddhism as early as seventh century A.D. 


_Five sculptures of Buddha have been noticed in the region of our study. 
A description of these sculptures is given here. Of the five sculptures noticed, 
one is from Salem, two from Deganur (Tyaganur) and two are from 


Dharmapuri museum of which one is in standing posture. 


The two Buddha sculptures from Deganur are noteworthy as they are in 
good condition and without any damage. Of the two sculptures, one is housed 
in a newly built small temple (pl-239 & 240) and the other one is kept 
underneath a tree in a private land. (pl-2341 & 242) Till recently, it was called 
as “Kongu-Sittar” (a tamil medicant) by the local people. Both the sculptures 
are seated figures and are identical. Buddha is depicted as seated in 
Samaparyankasana (with crossed legs) in deep meditation. The hands exhibit 
Dhyanamudra. The lower garment comes up to the ankle and the border of 
which is carved noticeably. The uttariya is carved over the left shoulder 
resembling a Yagndpavita. The cloth is shown as covering the stomach. The 


naval part is visible. The broad shoulders and the chest nipples give an 
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impressive appearance to the sculpture. The face is elegantly carved with divine 
smile and the eyes are slightly open. The eyebrows are long and the arna is 
neatly carved. There are about five rows of curly hair with the usnifa on top of 
it. The ears are long and the lobes are almost touching the shoulders. It may be 


observed that all the auspicious signs as per the Sa€mudrika Sdstra are depicted. 


The sculpture from Salem (pl-243) has a tilted head, which seems as if it 
is of a different sculpture but on close observation it can be known that the 
original head has been replaced improperly. This sculpture is now worshipped 
as “Muniyandi”. This nomenclature gives way for the thought that perhaps it 
was derived from “Shakyamuni”, an epithet of Buddha. This sculpture is also a 


seated figure, having features resembling those of Deganur sculptures. 


There are two Buddha sculptures in Dharmapuri museum. One sculpture 
is a seated figure whose head is broken and missing. (pl-243a) This sculpture 
was found in Modur, a village near Dharmapuri. The features of this sculpture 
are very similar to those found in Deganur and Salem. The second sculpture, 
which is a standing figure, is a very impressive sculpture. (pl-243b) Buddha is 
depicted as young and sturdy. The lower garment is carved up to the ankle, 
which gives an impression as if the cloth is transparent. He stands in 
Samabhanga. The pleats of the garment are also carved. His right palm exhibits 
abhayamudra and the left arm is broken. An impression of a lotus is carved in 
the right palm. The broad chest, shoulders, stiff nipples and the deep naval 
carved, add dignity to the sculpture. Three lines, inferring a sign of fortune, are 
shown in the neck. The face is calm and smiling. The nose is straight and 
elegant. The eyes are partially open and the eye-brows are long. The forehead is 
narrower compared to other sculptures. The urna carved has faded. There are 
about five rows of curly hair and the usnisa is carved resembling a lotus bud. 
The ears are long and the lobes stretch up to the shoulders. The halo is carved 


like a prabhavali with a row of petals and a puspapatti. 
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These sculptures can be dated to 10" century and stylistically be 
assigned to the Chola idiom. Though the sculptures are few in number, they are 
not inferior to the sculptures found in the popular Buddhist centers of 
Tamilnadu thus establishing the flourishing nature of Buddhism in this region. 
Further studies may unveil many more interesting facts regarding the influence 


of Buddhism in the region. 
JAINA SCULPTURES 


Few sculptures of Jina are found in the region of our study. Of these, one 
sculpture is of Parsvanatha and the other is of Suparsvandatha, deserve special 
mention. The sculpture of Parsvanatha is preserved in the Government 
museum of Salem. It is a sculpture in high relief, which was found at 
Paruttipalli. (pl-244) This sculpture is about four feet in height. Parsvanatha is 
standing in samabharga and is depicted in janulambibhuja. A seven-hooded 
snake, which is the insignia of Parsvandatha is carved behind his head. Above 
this a chatravali i.e. three umbrellas are carved. The prabhavali of the sculpture 
is eroded; therefore details of it are invisible. But the carving of two tiny human 
figures, probably the yaksa and yaksi of Parsvandatha can be seen. In-between 
the pilasters of the prabhavali and the shoulders of Parsvandatha, a floral patch 
and traces of a relief of a conch can be seen. These are auspicious signs, 
indicating prosperity. But this sculpture is very much eroded and the face is not 
very clear. This can be recognized as Parsvandatha because of the seven-hooded 
serpent. Texts prescribe that Parsvandatha should be depicted with a three or 


seven or eleven hooded serpent. 


The sculpture of Suparsvanatha is noticed in Adhiyaman kottai. (pl-245) 
It is kept outside the temple of Shiva, which probably was a temple dedicated to 
Suparsvanatha. The sculpture is about three feet tall and carved in high relief. 
All the other features resemble the sculpture of Parsvanatha described above. 


But it is identified as Suparsvandtha, because the serpent carved behind the 
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head has five hoods. The Texts prescribe that a five-hooded serpent should be 
carved behind Suparsvandatha. The sculpture stands on a padmapitha. The face 
of this sculpture is completely effaced, but the details of the prabhdvali carved 
behind are quite clear. The prabhavali is supported on two pilasters. Above this 
two makaras are carved facing each other. From the mouths of these makaras, 
an arch comes out and at the pinnacle of this creeper scrolls, instead of a 


kirtimukha, the chatravali is carved. 


Apart from these sculptures, a panel sculpture of two seated Jinas is 
preserved in the Government museum of Dharmapuri. The Jinas are depicted as 
seated in samaparayankasana in dhyaGnamuadra. (p|-246) This must have been a 
part of a wall of some basadi. The sculptures are eroded. It is interesting to note 
that both the panels have a nasi common to both. This nasi has archaic features 
resembling the Pallava ndsi, with a horseshoe shaped arch and a shovel shaped 
crest. Along with this a panel with a relief of the feet is also preserved. These 


were revived from a place called Tirtham. 


Another relief of a Jina is noticed at the Venkataramana temple hillock at 
Hosur. (pl-247) This is associated with an inscription, which records the death 


of a Jain monk after performing the Sallékhanavrata. 


In a mantapa at the foothill of the Chandrachudeshwara hillock, a 
sculpture resembling a Jirthankara is found. (pl-248) This is a relief carved on 
the shaft of a citrakhanda pillar. This pillar stylistically can be dated to the 
Vijayanagara period. Therefore, it is difficult to say whether it is a sculpture of 
Jaina creed or not, because, during the Vijayanagara period, the form of Buddha 
was misconceived as a nude figure as that of the Tirthankara, and such 
examples are found in many Vijayanagara temples. The other reliefs carved on 
the other sides of the pillar are floral and faunal. Therefore, it is difficult to 


assign any creed to this mantapa in which the sculpture is found. 
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Both Buddhism and Jainism were prevalent in Tamilnadu since the 
Sangam age. Even the Pallavas are known to have patronized Jainism. The 
famous poet Tiruvalluvar, composer of the Tirukkural, is also regarded as a Jain 
by many scholars. But, during the Chola period, patronage for religions other 
than Shaivism decreased drastically, as the imperial Cholas were staunch 
Shaivites. Due to this fact the Bauddha and Jaina religions lost their prominence 
and Buddhism almost vanished from this land. But the Salem region was under 
the political rule of Hoysalas for almost one century. Hoysalas patronized 
Jainism, along with other religions. Therefore a few Jaina relics datable to 13" 
century are found in the region. To support this view, a surviving Jaina temple 
is noticed at Vijayamangalam, also called Jinapuram in Erode district. This 
temple is built during the reign of Ramanatha deva and this place is very near to 


Salem region. 
NARRATIVE PANELS 


Sculptures carved in relief on the panels that run around the temple are 
called as the narrative panels. They depict continues incidents selected from the 
Itihasa and the Purana. The entire story of the epics or mythology or selected 
incidents of are carved on the different places of the temple such as mouldings 
of the plinth, on the wall surface of the main shrine and the inner walls of the 
prakara of the temple, Prastara of the temple or of the puskarani or vapi., so 
that people who go around the temple can have clear view and learn/teach from 
these narratives. They are usually carved at a height of about three to four feet, 
so that the devotees can have a comfortable view. During Vijayanagara period 
such panels were shown as paintings even on the ceilings of the open 


mahdmantapas. 


Only one example of such narrative friezes is seen in a temple in the 
region of our study. It is of Nolamba period. In this example incidents from 


Ramayana are carved on the gala of the upapitha. (p|-249 & 250) This is due to 
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the later renovations done extensively. But the reliefs are clear and the incidents 
are easily discernible and identifiable. Dasaratha performing the Putrakamésti, 
his queens with the new-borns, Sitakalyana, Rama’s exile, battle with Ravana 


and the coronation of Rama are all presented in an impressive manner. 
DIVINE TABLEAUS 


Sculptures, which depict any one mythological episode is referred to as 
divine tableau. They are usually carved in high relief. They are carved on the 
outer walls with or without a torana framework. These sometimes are identified 
with some of the /iamirtis of the presiding deity. The carving of such tableaus 
is also known from very ancient times. The temples of Badami Chalukyas and 
Pallavas have such tableaus carved on the outer walls of the temples. The 
Sitapaharana tableau carved on the outer wall of the Virupaksha temple at 
Pattadakkal and the Tripurasamhara tableau at Kailasanatha temple at Kanchi 
are worth mentioning. The tableau of Ravana lifting the Kailasa found at the 
Kailasa temple at Ellora is yet another example, known for its impressive 
presentation and movement. Tableaus of Gajéndramoksa, Ravana lifting 
kailasa, Arjuna and the matsyayantra and Kiratarjuniya have been the favourite 


themes of the artists of all times and styles. 


Divine tableaus carved on the bhittis are noticed in many places in the 
region of our study. The earliest divine tableau is noticed at the rock cut shrine 
at Namakkal. This is a panel carved in high relief of the episode depicting the 
Vamana and Trivikramavataras of Vishnu. This is datable to 7" century A.D. 
This is a very impressive sculpture which is very natural in its depiction. Bali 
offering gift to Vamana, the sacrificial horse, Sukracarya, etc., are all depicted 
in an impressive manner. The sculpture of Trivikrama is carved predominantly. 
Other tableaus are all of Shaivite themes found on the walls and pillars. Of 
these Shiva as Nataraja and the Kannappa nayanar episode are found very 


frequently. 
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Apart from the sculptures of different types described above various 
floral, faunal and figural releifs are also carved to enhance the beauty of the 
architectural members. Geometric figures depicting certain Yantras are also 
noticed in the temples. Likewise, the attributes and weapons of the presiding 
deity like the trisiila, damaru, nandi etc., in case of a Shaiva temple, and 
Sankha, cakra, Sricarana, etc in the case of Vaishnava temples are found carved 
at various places like the walls, lintel, doorjambs, pillars, dhwajasthambhas, 
mahddwaras etc. Insignia of the religion or the royal emblems are also found 
carved in the temples. They are usually carved on the bDhitti or on the 


dhwajasthamabha of the temple. 
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CHAPTER - XII 
DESCRIPTION OF SELECTED TEMPLES 


In this chapter an attempt has been made to describe a few temples of the 
region. There are about ninety-five temples, all of which have been surveyed and 
studied in the region of our study. But only twelve temples are taken for the 
description here. They are described on the basis of the type of plan, 
chronological order and the pattern adopted in their construction. Temples, which 
have had additions in the subsequent periods, are described here for the 
understanding of the development of architectural styles. Some of these temples 
mark the culmination of various architectural styles. Likewise, some temples 
help us to understand the form of temple construction during the transition 
periods. Based on these factors twelve temples of the region are chosen for a 


detailed description. 
ROCK CUT SHRINES OF NAMAKKAL 


The earliest edifices of this region known till date are the two rock-cut 
shrines of Namakkal. These two rock-cut shrines are excavated on either side of 
a huge monolithic hillock. One rock-cut shrine is dedicated to Sésasayi and the 
other to Narasimha. The Sésasayi rock-cut shrine has been excavated at higher 
level, while Narasimha rock-cut shrine is at a lower level. The Sésasayi rock-cut 
shrine has many inscriptions in Pallava grantha characters. One of these 
inscriptions mentions that the rock-cut shrine was excavated by an Adhigaman 
ruler whose name is not known definitely. It also mentions the name of the rock- 
cut shrine as ‘adhiyanathavisnugrham’'. The other inscriptions over the pillars 
mention the epithets of the ruler. This ruler has followed the common practice of 
Pallavas, to whom he was, probably, a subordinate. Consecration inscription of 
the Narasimha rock-cut shrine is not found. There are a few faded inscriptions 
probably mentioning the epithets. On the basis of Paleographic studies, this rock- 
cut shrine has been dated to middle 7" Century A.D. Both the rock-cut shrines 


Fig 49. Sheshashayi shrine -Namakkal 


Not to Scale 


have structural additions of later Vijayanagar Period. The additions are more in 


the rock-cut shrine of Narasimha than in the Sésagayi shrine. 
SESASAYI ROCK-CUT SHRINE 


The Sésasayi rock-cut shrine (Fig 49) has been built in an elevated place 
and has a flight of steps leading to the shrine. In between the hastihastas of the 
sOpanas, there is a figure of a squatting yaksa, which is locally referred to as 
“Vishvakarma’. Originally, the rock-cut shrine had an open porch with four 
pillars in a row. A modern wall has been built between the pillars. This porch is 
about four feet wide and is narrow. The porch leads to an elevated platform 
which is about three feet high. The platform possesses a padabandha adhisthana. 
This platform is provided with a flight of steps which have a plain hastihasta. On 
the rear wall of this platform the relief of Sésasayi is sculpted. Sésasayi sculpture 
depicts Vishnu as reclining on his back over a seven-hooded serpent. This 
sculpture resembles the Sésaayi sculpture of Mahisamardhini rock-cut shrine at 


Mahabalipuram. 


Ayudhas are represented in human forms. Reliefs of sages and celestials 
have been carved around the Sésasayi sculpture. Two huge sculptures of the 
demons, Madhu and Kaitabha are carved near the feet of main deity. On either 
sides of the wall the sculptures of Siirya and Candra are carved. This sculpture 


belong to the uttamasayanamirti class. 


On the two walls of the porch, the sculptures of Harihara and Trivikrama 
are carved. In the Trivikrama panel, Trivikrama stands on his left leg and the 
right leg is raised towards the heavens. Of the four hands, the lower right hand is 
lifted parallel to the leg showing ddésamudra or the tarjanimudra. The upper 
right hand is in katihastamudra. The lower left hand is placed on his thigh, upper 
left hand exhibits dharanamudra. The Gyudhapurusas are shown at a higher level 
on both sides of Trivikrama. On the left side of this panel, Bali and Vamana are 


carved. Vamana sculpture is depicted as holding an umbrella and draped in a 
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cloth up to the anklet. Due to scarcity of space, Bali’s relief is carved on the side 


wall. 


The Harihara sculpture is standing in samabhanga. The right half, which 
depicts ‘Hara’, holds two Serpents in both the hands. The left half depicting 
Vishnu holds a conch in the upper hand and the lower hand is in katihastamudra. 
The relief of Ganga is carved on the upper side of the panel. Two standing male 
attendants are shown on either sides and above these two figures, flying celestial 
figures are carved. In between these figures a male figure to the left and a female 
figure to the right are carved. It is difficult to say whether these sculptures are of 


ayudhapurusas. To the right side of this panel, is the relief of sthanaka Vishnu. 


NARASIMHA ROCK-CUT SHRINE: Narasimha rock-cut shrine is 
rectangular on plan. An elevated square platform projects from the rear wall. 
This platform has a padabandha adhisthana and four pillars. In between the 
pilasters on the rear wall, the main deity is sculpted. This is a seated figure of 
Kevala Narasimha shown in abhayamudra. The left hand is stretched and rests 
on the knee. On the two sides of the main deity, sculptures of Siirya, Chandra, 
Shiva and Brahma are carved. There are two celestial figures carved near the ears 
of Narasimha, who are identified as Sanaka and Sanandana. The sculptures in 
Narasimha rock-cut shrine are more elaborate and more in number than in 
Sésasayi rock-cut shrine. The sculpture of the Vaikuntha Narayana on the left 
wall shows Vishnu seated in bhdgasana over a coiled serpent having five hoods. 
Brahma and Shiva are sculptured on either side. Beside this is the panel of Ugra : 
Narasimha annihilating Hiranya Kashipu. This is an eight armed figure having 
fierce expression. He is shown as holding a bow which is unusual for this form. 
In his lower hands, he holds Hiranya Kashipu in two hands and annihilating his 


belly with the other two. This is a standing figure. 


On the right wall a sculpture of Bhiivaraha is carved. This is a simple 


sculpture showing Varaha lifting Bhtdévi, who is depicted in afijalimudra. Four 


301 


celestial figures are shown behind clouds and a five hooded serpent king is 
shown near the right leg, representing the ocean. The last panel in this rock-cut 
shrine is of Trivikrama which resembles the panel of Trivikrama in Sésagayi 
rock-cut shrine except for two details. In this panel, Trivikrama holds a sword in 
his right hand and the sacrificial horse of Bali has been depicted. A relief of 
Sukracarya, stopping Bali, is also depicted. 


MONO CELLED SHRINE: Few structures with just a garbhagrha where deity 
is enshrined are noticed in the region. One such Shrine is noticed in the premises 
of the Chandrachudeshwara Temple at Hosur (pl-259). This shrine is earlier in 
date than the main shrine. An image of Ganesha is installed in it now. This shrine 
must probably have had a Linga. The shrine is facing east. It has padabandha 
adhisthana with upana, jagati, tripattakumuda, gala and a pattika. This 
adhisthana possesses a single gala, which is a feature of early adhisthanas 
datable to 10" century. The bhitti has four bhittipddas, in between the two central 
bhittipadas relief sculptures are inserted. These three relief sculptures are of 
Shiva (southern wall), Vishnu (rear wall) and Mahishamardhini (northern wall). 
The carving of Mahishamardhini resembles those of the same theme found in 
Karnataka. They have a framework of a torana. This framework has two split 
pilasters of bramhakanta variety. Over this a Sala canopy is carved. The stylistic 
features of these sculptures exhibit the features of the Chola sculptures datable to 
10° century A.D. The prastara consists of a valabhi with bhitamdla, kapdta of 
the ordinary variety with ndsis at regular intervals. The ndsis have kirtimukhas 
with elongated neck and creeper scrolls coming out of them forming a semi- 
circular gadha. The details of the vajana are not clearly visible as the modern 
roofing provided for the entire temple complex covers it. This structure had a 
stone sikhara, which has been replaced in recent years. An ordinary prandla 
without any ornamentation is provided for this shrine on the northern side. This 
pranala is fixed to the jagati of the adhisthana. The structure, in its over all 


presentation, is quite simple and non-ornate. The features of all the architectural 
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members are quite archaic in nature. Therefore, this shrine can be dated to 10° 


century A.D. 
VIRATTANESHWARA TEMPLE AT PILLUR 


Pillur is a small village situated about 18 kms from Namakkal, in the taluk 
of Paramatti. In this village is the temple of Virattaneshwara, (Fig 50, pl 274) 
which is an east facing shrine. This temple is datable to 10" century A.D. on 
stylistic grounds. The paleographic evidence of the earliest inscription also 


corresponds to this date”. 


On plan, this temple possesses a square garbhagrha and an 
ardhamantapa. The ardhamantapa is narrower than the garbhagrha. A flight of 
three steps is provided for entering the ardhamantapa. This is provided with a 
simple masonry hastihasta on both sides. The prandla cuts through the gala and 
the pattika. This is of the makaramukha variety and the earliest of its kind found 


in the region. The contour of the plan is plain with out any indentations. 


This temple is a good example for ékatala vimana class of temples (pl- 
260). The temple has all the sadvargas. On elevation, it has a pddabandha 
adhisthana with single gala. The bhitti has four bhittipadas of bramhakanta 
variety. These bhittipaddas possess an Gdha@rapdtika. The prastara above has a 
valabhi decorated with a bhitamala. The bhitas are shown in various postures as 
squatting, dancing, playing, frisking and playing on musical instruments. It is 
interesting to note that one of the bhiita has an elephant face. These bhiitas are 
relieved in high relief, to appear almost in the round. The kapdta above this 
valabhi is of quadrant shape. It possesses nasis at regular intervals but these ndsis 
are not well treated with decorative details. A row of knobs is carved above the 
nivu (the lower edge) of the kapéta. The nasis of the kapdta have kirtimukha 
with elongated neck. The vdjana above has a row of simhas, vydlas, birds etc. 
The sikhara above has a square griva. The sculptures of Daksinamirthi, 


Mahavishnu, Brahma and Umamahéswara are enshrined as grivadévatas in the 
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Fig 50. Tiruvirattaneswara temple - Pillur 


Not to Scale 


respective directions as prescribed in the Texts. The sikhara is also square and is 
of srikara type. The stupi above this sikhara is also of stone. It has a padmapitha, 


a ghata with elongated neck and a lotus bud on its top. 


There are three other structures in the premises of the temple which are all 
identical. But they are all of a later date. They are datable to 16" century. Of 
these, two are dedicated to Vishnu and one to Shiva. One of these shrines 
possesses a mukhamantapa. The mukhamantapa has four pillars of citrakhanda 
variety. The kapéta of this mukhamantapa is of the double flexured, S shaped 
variety. A nandimantapa of the 16" century is constructed in front of the main 
shrine. The nandimantapa possesses a Sribandha adhisthana. Above this, four 
citrakhanda pillars are placed. The prastara of the nandimantapa is very simple. 
A dwajasthambha is placed outside the ruined prakara surrounding these 


temples. 
ARAPALLISVARA TEMPLE AT VALARPURNADU (KOLLIHILLS) 


Kollihills is one of the famous hill stations of Tamilnadu. The reference of 
Kollihills is found in the Sangam literature itself. These ranges have some nadu 
divisions, of which the Valarpurnadu has been an important centre from the days 
of the Cholas. Valarpurnadu is also famous for its natural resources and scenic 
beauty of its rivulets and waterfalls. Amidst this environment stands the ancient 
temple of Arapallishwara. (Fig 51) The temple has a dated inscription of 10“ 
century A.D°. it records a grant by Uttama Chola and his mother Sembian 


Mahadevi. 


This temple is later by few decades than the temple described above. This 
is another good example for the temples of ékatala vimana class consecrated by 
the Cholas. This temple also possesses the sadvargas, but.the original sikhara is 
lost and replaced with a modern sikhara. The temple possesses a padabandha 
adhisthana with single gala. The bhitti has pilasters of visnukanta variety. The 


bhadras have dévakéstas enshrining Ganesha and Dakshinamirthi on the 
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Fig 51. Arpallishwara temple - Valarpurnadu (Kollihills) 


Not to Scale 


southern wall and Brahma and Durga on the northern wall. The dévakdsta on the 
rear wall has the sculpture of Lingodbhava. The prastara has valabhi with 
bhitamdla, kapota of the quadrant variety with ndsis and a vajana decorated 


with a vyalamala. 


On plan, this temple also has only a square garbhagrha and an 
ardhamantapa. A modern structure of recent years is constructed attached to this 
temple. The contour of the plan has bhadras and karnas. The salilantaras are 
deeply recessed. An Amman shrine datable to 16" century is built in front 
towards the left side of the main shrine facing south. This resembles the main 
shrine in all respects, the difference being that the pddabandha adhisthana 
possesses double gala and the ndsis are decorated with sculptures of divinities in 
its gddha. Sculpture of Jyéstha dévi is placed in the north west corner of the 


prakara. The prakara is also a construction of very recent times. 
TEMPLES OF MALLIKARJUNA AND KAMAKSIAMMAN 


Dharmapuri is a district head quarters. It is situated about 40 kms from 
Salem. This place is of great antiquity. Many megaliths have been reported from 
here. The earlier name of this place was Tagadur, the mention of which is found 
in the Sangam literature itself. In the fort area of this town stand the Nolamba 
temples of Mallikarjuna and Kamakshiamman, which are the earliest structural 
temples of the region. They are built in the Nolamba style. These temples are 


known to have been constructed in the last quarter of 9" century’. 
KAMAKSIAMMAN TEMPLE 


In the elevation this temple (Fig 52) has an upapitha, adhisthana, bhitti, 
prastara and sikhara. The upapitha and adhisthana and the interiors are original 
while the rest are remodeled. The upapitha and adhisthana are constructed of 
stone and the wall is built of brick and mortar. This is the earliest specimen of an 
upapitha in the region of our study. The upapitha appears to be of maficabhadra 


variety. This is partly hidden under the ground. The gala and the pattka are 
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visible. The upapitha, at regular intervals, has sculptures of squatting elephants 
placed cardinally to the axis of the temple. There are eighteen elephants shown as 
bearers of this temple. Only the fore part of the elephants in the squatting posture 
with turned trunks is represented. These pachyderms are placed as if they are 
supporting the updna of the plinth on their backs. The interspaces of these 
elephants are deeply recessed and flat. Where the narrative freezes depicting the 
important incidents of Ramayana are carved. The lower mouldings of this 


upapitha are hidden under the ground due to later renovation work. 


Three varieties of adhisthdnas are used alternatively for this temple. The 
salilantaras possess pdadabandha adhisthana, while the bhadras possess 
pratikrama adhisthadna and pratibandha adhisthana is provided for the karnas 
and pratikarnas. The pratibandha adhisthana and pratikrama adhisthana are 
highly decorated. The padmajagati has deeply scalloped lotus petals, which are 
quite tall. Lacing of lotus petals is provided for the kumuda. Creeper scrolls with 
kubja figures decorate the surface of the kKumuda. The gala of the adhisthana has ° 
a vyalamala. The top most moulding possesses vydlas with lifted trunks on both 
its ends. The bhitti of this temple is re-plastered and varnished. There are four 
jalakas, which are also not original. They resemble the jdlakas of later Chola 


temples. The kapdta and sikhara are of recent times. 


Eight pillars of the Nolamba order are found in this temple. Four of them 
are in the ardhamantapa and four in the giidhamantapa. They are highly 
ornamented with horizontal rows of creeper scrolls with kubja sculptures carved 
in the scrolls. They have a plain cubical base. The shaft is octagonal. Dancing 
figures are carved in the malasthana of some pillars. Above the shaft, square 
panel with sculptures depicting mythological episodes and figures of divinities 
are carved. The vase motif is carved above this panel. The kumbha is also 
octagonal and decorated with floral patches. The mandi and phalaka support a 


taranga potika. 
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Fig 52: Kamakshiamman temple — Dharmapuri 
(Source: The Nolambas by Dr. M.S. Krishna Murthy) 


The ceiling of the gidhamantapa, in the central bay possesses 
astadikpalaka panel. Relief of Shiva and Parvathi seated on Nandi is carved in 
the central panel. In the surrounding panels, astadikpalakas, with their consorts, 


are carved as seated on their respective vahanas. 


An _ impressive sculpture of Mahisamardini, locally called as 
Samharadurga is placed in the giidhamantapa. She is shown as trampling the 
demon Mahisa and piercing him with a sword. She holds the buffalo face of the 
demon in her left hand and sword in the right hand. In the upper hands, she holds 
Sankha and cakra. The demon is depicted as stamped by the goddess with her left 
foot and he is also shown as holding a sword in his hands. The carving is very 


natural and dynamic. 


The panels carved in the pillars are also interesting. Reliefs of 
Dakshinamirthi, Bhiksatanamirthi, Gajantakamirthi, Kalabhairavi (Kali) and 
scenes from Kiratarjuniya etc. are carved. The themes of Bhiksatanamirthi and 
has been repeated. Bhikshatanamirthi is shown as a nude figure holding kapala 
and a camara in his left hands and a damaru in his upper right hand. A dog is 
shown as licking his lower right hand. A gana follows him with a bowl over his 
head. A lady (Parvathi) is shown as giving alms. In another panel, the relief, of a 
fierceful form of dancing kali is depicted. She is shown as dancing over a corpse 


and a bétdla is shown accompanying her. 


On plan this temple possesses a garbhagriha, ardhamantapa and a 
giidhamantapa. (Fig 1) The wall line has bhadras, karnas and pratikarnas. The 
temple stands on a tall upapitha and adhisthana. This temple is provided with a 
flight of steps of the modern times. But this must have possessed original 


staircase, which is lost now. 
THE MALLIKARJUNA TEMPLE 


In the elevation, Mallikarjuna temple possesses an adhisthana, bhitti, 


prastara and Sikhara. The temple is built out of stone except for the sikhara, 
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which is replaced now. The adhisthdna is sub-merged in the modern flooring of 
the courtyard as a result of renovations. On the outer wall, to the left of the 
garbhagrha, késtas housing the images of Brahma and Durga are noticed. The 
height of these images is about one foot tall. They have an archaic look, but they 
are highly eroded. The Durga image in this kdsta, resembles the one found in the 


giidhamantapa of the Kamakshiamman temple. 


There are two pillars in the ardhamantapa and four in the giéidhamantapa. 
All these pillars have ornate pedestals. The pillars in the ardhamantapa are very 
good examples of the rudrakanta variety of pillars. They possess a square base 
and a cylindrical shaft. Tiny figures of squatting lions are carved in the four 
comers of the base. The upper portion of these pillars possesses malasthana with 
tiny dancing figures carved in the loops. Above this md@lasthdna, the vase motif 
is carved. The taranga potika is placed directly above the kumbha. The sides of 


the kumbha are smoothened and rounded. 


The pillars of the gudhamantapa have a square base with narrative panels 
carved on them. Reliefs of Nataraja, Trimurthis, Yogis and ganas can be seen. 
Tiny images of warriors seated on lions are carved at the four corners of the base 
of the pillar. The shaft is octagonal, vertical rows of (bandwith) creeper scrolls 
carved on them. Reliefs of celestial dancers, instrumentalists, divine figures, etc., 
are carved in the scrolls of these creepers. The vase motif is also octagonal and is 
decorated with releifs of flying gandharvas. The kumbha above is octagonal with 
decorations of patra motifs. This kumbha supports the ‘taranga potika. An 
interesting feature of these pillars is that have no mandi and phalaka. The reason 


is obvious because they are optional members of the pillar order. 


In the ceiling of the ardhamantapa, figures of dancing maidens and 
instrumentalists are carved. In the central bay of the giidhamantapa, the 
astadikpalaka panel is carved. In the central panel, figure of an eight-handed 


Nataraja is carved. He is depicted as dancing over the demon apasmara. The 
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dwarabandha of this temple is very elegantly decorated with intricate carvings. 
The dwarabandha has three Sdkas. Reliefs of kubjas are carved on the 
doorjambs, while the lintel has the carving of astmangalas and the nidhis. The 


threshold is dadoed and has a bhadra projection. 


A closed mahamantapa and a mukhamantapa of a later date is added to 
this temple. The features of these mantapas can be assigned to late Vijayanagara 
period and datable to 16" century. A sculpture of sthanaka Virabhadra is kept in 
the mukhamantapa. In front of this mukhamantapa is the nandimantapa of the 
Nolamba period. There are Gvrtamantapas on the two inner walls of the prakara. 


One of the mantapas is converted in to an office room and the other is ruined. 


A notable feature of this temple is the use of the kubja figures as 
decorative motifs. The kubja figures are relieved on almost all the architectural 
members (built of stone), like the kumuda of the adhisthana, dwdrabandha and 


pillars. 
CANDRACUDESVARA TEMPLE AT HOSUR 


Hosur is situated about 160 kms from Salem. This is an important 
commercial town in Krishnagiri district. This town belonged to the territory ruled 
by Purvadhirajas, the feudatories of Hoysala king Ballala III. On top of a hillock 
in the heart of Hosur, is the Chandrachudeshvara temple’. (Fig 53) This temple is 
architecturally very interesting. The mono celled shrine discussed in the 
beginning of this chapter is located in the premises of this temple. This temple 
stands as the best example for the culmination of architectural styles of the 
region. Influence of both Tamil and Kannada idioms are clearly discernible in 


this temple. 


In the elevation, this temple possesses an adhisthana, bhitti, prastara and 
Sikhara. This temple is built out of stone except for the sikhara, which is 


renovated in the modern days. 
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— Hosur 
Fig 53. Chandrachudeshwara temple - Ho 


Not to Scale 


The adhisthana is of padabandha variety with the carving of two galas. 
These galas are relieved with plain galapadas. The bhitti of the temple has 
bhittipadas of the bramhakanta type, which are provided with pedestals. There 
are dévakostas on the outer walls of the garbhagrha and antardla. The sculptures 
of Ganesha and Daksina@mirthi (south), Vishnu (west) and Bramha and Durga 
(north) are enshrined in these dévakdstas. There is another sculpture of Durga 
enshrined in the dévakdsta of the outer wall of the giéidhamantapa., Up to this 
portion, the temple belongs to 11™ century. A closed mahadmantapa is added to it 


during the time of Hoysala king Ballala III, in the 13" century. 


On plan, this temple has a garbhagrha, antarala, giidhamantapa and 
mahamantapa. This reflects the influence of Karnataka style. The ardhamantapa, 
which is a concept found in the Tamil tradition is absent in this temple. The 
contouris straight with out any indentations. The garbhagrha has a Linga 
installed in it. The antardla is narrower than the garbhagrha. The giidhamantapa 
possesses four pillars, which are highly ornate. These pillars have ornate 
pedestals, over which a cubical base is carved. Above this base an octagonal 
shaft designed like a rope is carved in two tiers. The shaft proper above this is 
fluted and these flutings are made sharp edged alternatively. The shaft becomes 
cubical again with the decoration of muktagrdasas. Above the vase moulding with 
lacing of lotus petals is carved. The kumbha is three faceted. The mandi is in the 
shape of a fully blossomed lotus and the phalaka is a thick square plank above 
the mandi. The corbels of these pillars have projecting patras resembling the 


mustbandha type, feature of Hoysala corbels. 


The closed mahamantapa constructed during the late Hoysala period is 
oblong. This mantapa possesses six pillars of the Hoysala order. They resemble 
the Hoysala lathe turned pillars. These pillars contain a separate carved pedestal. 
The base of the pillar is cubical and slightly taller. Above this is a cylindrical 
shaft. This portion consists of closely spaced concave, convex, cable and flat 
mouldings, which are parallel throughout. The central part of the cylindrical 
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shaft is moulded in the form of a ‘bell’. The ‘bell’ portion contains vertical bands 
of creeper scrolls, band of beaded string festoons, tassels etc. The finish of the 
shaft is smooth and polished. The upper end of the shaft is designed like a ‘vase’ 
shaped moulding, typical of the Chola order of pillars. This part contains thinly 
carved patralankara. Above this is the kumbha moulding, round and polished 
with neatly carved dalapadmas on both sides. Above this are the mandi and 
phalaka. The corbels above are of the mustibandha type, commonly seen in the 
pillars of the Hoysala heartland. The lower part of the corbel is beveled with a 
central band. The lower end of the corbel has a voluted design, to look like a 
mustibandha. The total form of the pillar gives the impression that it is a blend of 
Nolamba and Hoysala order of pillars. The decoration above the base up to the 
bottom of the vase is Hoysala in its treatment. The ‘vase’, its floral reliefs, the 
kumbha, mandi and the phalaka are Nolamba in their execution. As the region 
was under the influence of Nolamba, Chola and Hoysala rule, the art forms of all 


the three schools are found blended in the carving of the pillars. 


This mahamantapa has the entrance doorway to its right wall i.e. to the 
south. On the wall opposite to the garbhagrha on the main axis of the temple a 
jalaka is fixed. The doorframe also exhibits the influence of Nolamba 
workmanship, but is not as elegant as their counterparts of Nolamba heartland. 
Beyond the jalaka to the main axis, the image of Nandi is placed. Behind Nandi 


an ornate balipitha is kept. 


To the northwest of the main shrine, the Devi shrine is constrcuted. This 
shrine also faces east. It is a 13" century structure consecrated by the 
Puravadhirajas, who were the feudatories of Ballala III®. It has only a 
garbhagrha and an ardhamantapa. The vimana is square and has no 
angavibhaktis. This shrine possesses a padabandha adhisthana. There are six 
bhittipadas of bramhakantha type on the outer wall. There are three empty 


Kostas on all the three sides. 
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Many small shrines of recent origin have been added to this temple. These 
additions are not entirely complimenting the original structure. There are many 
new sculptures installed along with the older ones. The sculptures of 
astadikpalakas, Bhairava and Surya are of earlier date. Five out of the 
astadikpadlaka sculptures are extant. There are three sculptures of Bhairava of 
which one is a seated image. Three sets of matrka sculptures, which are also 
incomplete, are found. These belong to Nolamba, Hoysala and the Vijayanagara 
periods. There are malikas on three sides in which sculptures of Virabhadra and 


Nayanars are housed. 


This temple has two gateways of which one has a newly constructed 
gopura. The main mahddwara is built on a pratibhadra upapitha and 
padmakésara adhisthana. The outer wall of this mahddwara has ornate 
bhittipadas, kostas and kumbhapaiijaras. The mahadwara of the inner prakara 
also resembles the mahddwara of the main entrance. This mahddwara has a 


subhadra upapitha. Rest of the details are as described above. 
EKAMRANATHA TEMPLE OF TADAVUR: 


Tadavur is a village situated about 20 kms from Attur, the taluk 
headquarters, to which this village belongs. The distance from Salem is about 75 
kms. The village is situated on the banks of the river Swetanadi. The temple also 


is built on the bank of this river. 


Ekamranatha (Fig 54, pl 275) is a Chola temple, which has retained its 
original form to a very great extent and not undergone any changes. There is no 
foundation inscription for this temple. This is a temple datable to 11" century 
A.D. on stylistic grounds. This temple is facing east. The original structure is of 
ékatala vimana class of Chola style with some additions made in later date by 


about 13" century. 


In the elevation, the temple has adhisthana, bhitti, prastara, griva, sikhara 


and stipi. The adhisthana is of kapdtabandha variety. The upana is merged in 


312 


i dedidinaieetadinetdiadiCen| 


- Tadavur 


Fig 54. Ekamranatha temple 


Not to Scale 


the ground. The jagati is partially exposed. The kumudda is tripatta kumuda. The 
kapota has the decoration of ndsis and patra. A vydlamala with the reliefs of 
bhitas in the terminals is carved above the kapdta. The plinth possesses two 
galas, one below the kap6ta and the other above it. This feature helps us to date 
it to 11" century A.D. The same type of adhisthana is built even for the later 
addition. The bhitti has bhittipaddas of the saumyakanta type. Dévakostas are 
provided on the outer walls of the garbhagriha and antharala. The dévakostas 
house, as usual, the sculptures of Ganesha, Daksinamurthi, Brahma and Durga as 
per prescriptions. An interesting feature to be noted in this temple is the 
enshrining of Umdsantvanamirti in the dévakdsta on the rear wall of the 
garbhagriha. It is a very rare feature to find a sculpture of this kind in a 
dévakésta. The dévakdsta of the rear wall usually possesses a sculpture of 
Mahavisnu or Lingddbhava. This is an exquisite sculpture of Chola 
workmanship of a high order. The same has been described in the chapter on 


sculptures. 


The valabhi has a bhiitamdla, in which the bhiitas are depicted as 
bharavahakas, dancing, playing on instruments etc. the kapdta is of the regular 
quadrant shape, with ndsis at regular intervals. The lower edge of the kapdta is 
horizontally indented. Above this the vdjana is decorated with a vyalamdala. The 
griva is octagonal and has grivadévatas, which are stucco sculptures. The 


Sikhara above is of vaijayanta class. 


This tempie, on plan, has a garbhagrha, antharala, ardhamantapa and a 
gtidhamantapa of a later date. It has a square vimana possessing bhadras on 
three sides. The dévakdstas are found in these bhadras. The outer walls of the 
antharala are decorated with kumbhapanjaras. These are some of the earliest 


kumbhapaiijaras of this region. 


The Amman shrine is built to the left of the main shrine in the front facing 


south. This also possesses the sadvargas. The plinth of this shrine is merged in 
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the surrounding ground. The bhitti has simple bhittipadas. The kapdta is also 


very simple with ndsis at regular intervals. The sikhara is of the vaijayanta type. 


This temple has subsidiary shrines for parivaradévatas like Bhairava, 
JyésTHadévi, Candrasékharamirti, Sirya and Candikésvara, thus making it a 
temple with twelve parivaralayas. The nandimantapa is built in front of the main 
shrine to its main axis. There is a dilapidated pavilion of the Vijayanagara times. 


The temple possesses a prakara, the wall of which is now ruined. 


This temple is no doubt a very good example for Chola temples of 1" 
century. It is noteworthy not only for the architectural aspect but also for the — 
sculptures it possesses. It is a treasure house of early sculptures in the Chola 


idiom, comparable to those found at the Brihadishwara temple at Tanjavur. 
SHUKAVANESHWARA TEMPLE AT SALEM 


Shukavaneshwara temple (Fig 55) at Salem is another interesting temple 
in this region. This is one of the most ancient temples of the region’. This is 
situated in the heart of the Salem city. This was built on the banks of the river 


Tirumanimuttar, which has dried up now. 


The structures of the temple have been built in different periods and a 
chronological development of temple architecture can be noticed. The earliest 
parts of this temple are the sanctum and the vestibule of the main shrine is 
datable to 10" century. The giidhamantapa is added during the 13" century. The 
mahamantapa and few parivardlayas were added during the Vijayanagara days 
and the pavilion built on the left side of the second prakara belongs to late 
Vijayanagara period. The prakara, mahddwara and the gdpuras are of recent 


times. 


The vimana of this temple can be dated to late 10" century A.D. 
Inscriptions of Raja Raja I and Rajendra Chola I are found on the door jambs of 


the garbhgrha’. This is an east-facing shrine. In elevation, the vimdna has all the 
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_ Fig 55. Shukhavaneshwara temple at Salem 


Not to Scale 


sadvargas. But here also, the original sikhara is lost and a modern Sikhara is 
built. It is unfortunate that a lot of modern additions have been done to this shrine 
as such as last its archaic nature and elegance. The contourof the vimana has 
bhadras on all sides with dévakdstas. These dévakdstas have sculptures of 
Ganesha (southern wall of the antardla), Daksindmurthi (southern wall of the 
garbhagrha), Lingodbhava (back wall of the garbhgrha), Brahma (northern wall 
of the garbhagrha) and Durga (northern wall of the antardla). Two types of 
adhistanas are used for this vimana. The wall proper has kapdtabandha 
adhistana and the bhadras have Ssribandha adhistdna. An interesting feature to 
be noted here is that both these adhistanas are the earliest specimen of their kind 


in the region they show signs of immaturity in their execution. 


The bhitti of the vimana has saumyakanta bhittipddas at the terminals of 
the bhadras and the visnukanta bhittipddas on the wall proper. But some of these 
bhittipadas are covered by the modern additions. The prastara is covered by 
modern roof of a pavilion built around the shrine. The kapdta is of the regular 
quadrant shape with ndsis at regular intervals. But this seems to be renovated 
during the late Chola period, when the giidhamantapa was added. The upper 
portion of the prastara is not visible. As said earlier, the sikhara is a completely 
modern structure. Khandaharmyas with small towers are built for the dévakdstas 
in the recent years and painted. This does not synchronize with the original 


structure and as a result the archaic appearance of the temple is lost. 


The gidhamantapa is an addition made to the main structure in the late 
Chola period i.e. 13" century. This giidhamantapa, in elevation, possesses a 
padabandha adhistana, a non-ornate bhitti with only bhittipadas and an ordinary 
kap6ta. This is square on plan and has four citrakhanda pillars. The ceiling of 
the central bay has padmasila. This gidhamantapa has two entrances, one to the 
main axis of the temple, i.e., to the east and the other to the south. The southern 
entrance has a mukhamantapa with a flight of three steps in the central bay, 
which divides the mukhamantapa into two parts. The mahamantapa is built 
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between the giidhamantapa and the nandimantapa on the main axis of the 
temple. This is an addition made during the Vijayanagara days, while the 


nandimantapa is late Chola. 


The Amman shrine is situated to the left of the main shrine, in its front, 
facing south. It is interesting to note that inscriptions of Raja Raja I and 
Rajaendra Chola are found on the steps of the sépana of this shrine. Probably 
stones of earlier days were used in the construction of this shrine. This shrine, in 
elevation, has a pddabandha adhistana, a simple bhitti with bhittipaddas and 
empty kdstas and a prastara of the later period, topped by a modern tower. On 
plan, this has a garbhagiha and ardhamantapa. This is a late Chola structure. 
The dhwajastambha is installed right in front of the Amman shrine on the axis of 


the main shrine. 


There are many parivardalayas in this temple complex. But they are all of 
different periods. The shrine of candikéswara is built in front of the prandala of 
the main shrine. The sculpture of jyésthadévi, carved in high relief is placed in 
the northwestern corner of the temple. The sculpture of jeshtadevi has traits of 
10° century sculpture. The sculptures of bhiksa@tanadmiurti and Sasta enshrined in 
the niches on the inner wall of the first prakara, exhibit features of Chola 
sculptural art, while the saptamdatrkas and ndyanmars have features of 


Vijayanagara sculptures. 


A pavilion, built to left side of the second prakara, locally referred to as 
the kalyanamantapa, is a structure built during the post Vijayanagara period. A 


local chief of the Getti mudali clan claims to have constructed this mantapa. 


Apart from these, this temple has a treasure of Chola bronzes of Nataraja, 
Soémaskanda, Candikéswara, Patafijali, Vyaghrapada and all the sixty-three 
nayanmars. Except for the Nataraja and SOmaskanda bronze, rest of the bronzes 


are of later dates, and can be dated period between 14" and 16" century. 
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KAILASANATHA TEMPLE AT TARAMANGALAM 


Taramanagalam is a village situated about 15 kms from Omalur, the taluk 
headquarters, to which this village belongs. It is about 25 kms from Salem. This 
has been an important centre from the times of the Hoysalas. This was a part of 
Puvaninadu. The Getti mudalis of the post-Vijayanagara had their seat of power 
in this place. This village is famous for the temple of Kailasanatha. (Fig 56) 
There is another temple that of Ilamishwara, which is very simple in its 


execution. 


This temple is a very good example for the hybridization of the Chola 
idiom and the Hoysala idiom. (P!1 262) The main shrine of this temple was 
constructed during the ile of Hoysala king Ramanatha deva, prior to 1268 A.D”. 
Even this temple is built in three phases. The main shrine was probably 
consecrated in the mid 13" century. Surrounding this shrine, a prakdra was built 
in the 16" century. The construction of the second prakara is a few decades later 
than that of the first prakara. Though this temple is of Chola Dravida style, the 
ornamentation and decoration of the architectural members extensively reflect 


the influence of the Hoysala school of art. 


In elevation, this temple has all the sadvargas and here again the sikhara 
is a modern structure. The adhisthana is of padabandha variety, which is highly 
ornate. The mouldings of the adhisthana are carved with various decorations. 
The jagati has the relievos of bharavahakas, miniature shrines, rampant vydlas 
and cakravakas. The pattika has the decoration of ratnapatti and the prati is 
decorated with a puspapatti. The bhitti has reliefs of Ganesha, Skanda, Narada, 
Tumburu, Bhiksatanamirti, etc. carved on the lower part, immediately above the 


prati of the adhisthana. 


The prastara possesses a valabhi decorated with lotus petals. The kapdta 
above this is highly ornate. The shape of the kapora is the usual quadrant shape, 


but the decorations done on it resembles those done on the double flexure kapdta. 


317 


Fig 56. Kailasnatha temple at Taramangalam 


Not to Scale 


The surface of the kapdta has the sculptures of pigeons, monkeys and the 
monitors carved on them. The lower edge of this has a series of pointed knobs. 
The ndsis are also highly ornate. The gadha of the ndsis are decorated with tiny 
figures of Nrtyaganapati, Balakrsna, gandharvamukhas, — rsimukhas, 
raksasamukhas, etc. The floriated arches of these ndasis are intricately designed. 
The kirtimukhas appear to be bigger than the usual ones and are attached to the 
vajana. The vajana has the vydlamdla and bharavahakas are relieved along with 
the vyd/as. This marks a transition between the kapdtas of the 12" century and 
the kapétas of the 14" century. Though the faunal figures are carved on the 
Kapota, the surface is plain. This plain surface gets the decoration of elongated 
. lotus petals in the succeeding period. But the knobs at the lower edge, which are 


seen more in the Vijayanagara period, make their appearance here itself. 


An interesting feature to be noted here is the construction of 
khandaharmyas buttressing the wall of the sanctum and vestibule. These 
kKhandaharmyas are constructed for the dévakdstas, housing the sculptures of 
Ganesha, Daksinamirti, Lingddbhava, Brahma and Durga. These 
khandaharmyas possess an adhisthana, bhitti and a Prastara, thus making these 
a trivarga shrine. The adhisthana of these khandaharmyas are the continuation 
of the adhisthana of the main shrine, whereas the bhitti is shorter than that of the 
main shrine. The prastara of the khandaharmyas correspond to the uttara of the 
prastara of the main shrine. Though the kapdta resembles the one, on the main 
shrine, the faunal figures are not carved on these. The vajana has horizontal 
indentations on it. The construction of the khandaharmyas buttressing the main 
shrine is a Hoysala trait and is not to be seen in the Chola style of architecture, 
while the housing of the above cited divinities in the kdsfas in this particular 


scheme is a Chola feature not found in the Hoysala temples. 


On plan, this temple has a garbhagriha, antharala and giidhamantapa. 

Here again, the ardhamantapa, which is a Chola feature, is absent. The 
giidhamantapa has four pillars of the citrakhanda variety. The giidhamantapa 
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also has two entrances one on the main axis (i.e. west) and the other to the south. 
The southern entrance, as was the practice of the day, possesses an ornate 


dwarabandha and a sopana with hastihasta of the makara type. 


This temple possesses two prakaras built in about 16" century. The first 
prakara has a malika built around the main shrine. The bhadraka pillars of the 
malika have life size sculptures, carved almost in the round, attached to their 
shafts. Sculptures of divinities, saints, sages, mythological episodes etc., are 
found carved attached to them. The sculptures of the sixty-three ndyanmars are 
installed in the mdalika. The interspaces of the bhadraka pillars have dévakéstas, 
with the sculptures of parivaradévatas enshrined in them. The madlika in the front 
gets extended to form a mahdmantapa as seen in the Chola temples. The shrines 
of the Dévi and Subrahmanya are built, in the extended portion, facing the main 
shrine. The Sayyamantapa is constructed to the right side of the main shrine 
facing south. The ceiling of this mahamantapa in front of the main shrine has 
three panels decorated with the carvings of fully blossomed inverted lotus, with 
three rows of petals. These petals have the figures of parrots connecting them. 
The panels at its four corners contain stone chains. The chains indicate that this 
mahamantapa also served the purpose of the kalyGnamantapa and a 
dolotsavamantapa. The uttara of this structure has series of reliefs of narrative 


panels depicting incidents from mythology. 


This prakara has two main entrances, one on the main axis (west) and the 
other to the south of the structure. The southern entrance has an ordinary porch 
with four citrakhanda pillars arranged in a row. The central nave is to the ground 
level and has a pathway leading in to the first prakara. The dwarapdlakas are 
relieved on the two pillars, in the centre of the mukhamantapa. The plinth of this 


porch has the reliefs of mithuna sculptures. 


The front entrance has a mukhamantapa of the oblong type. This 


possesses an ornate Sribandha adhisthana, over which six pillars of the 


319 


asvakanta variety are arranged in a row. The kapdta is of the double flexure type 
with faunal sculptures on it. The second prakara, which is very spacious, has an 
ornate nandimantapa and a dhwajastambha made of wood and covered with 
metal shields. There are two more shrines dedicated to Shiva in this prakara, 
which resembles the main shrine in its execution to a large extent. A notable 
feature of this temple is that the decorations done on the adhisthanas of the 
different adjuncts are very much similar to each other, though not contemporary. 


It is clear that the artists of the later period have followed earlier artists. 


This temple has a huge mahddwdra, over which a lofty gdpura (modern) 
is constructed. This mahddwara, in elevation, possesses an urdhvajanga and an 
adahjanga. The lower janga has a subhadra upapeetha. Both the jarigas have 
and padmakésara adhisthana, with dharavrttakumuda. The prastaras have 
ornate kapota and ndsis. Another interesting feature is the hastihasta provided 
for the mahddwara on the inner side of the prakara. This hastihasta has the 
decoration of elephant carved in the round, horse, wheel indicating the chariot 
and a fighting warrior. This symbolizes the caturangabala of the ancient Indian 
army. Which according to tradition is to be present at the time of certain rituals, 


ceremonies conducted in the temple. 


Thus, in all aspects, this temple is a very magnificent temple. it also helps 
to trace the development of temple architecture, especially during the transition 


periods. 
ARDHANARISVARA TEMPLE AT TIRUCHENGODU 


Tiruchengodu, is a town situated in the modern Namakkal district. It is a 
taluk head quarter. This is situated about 40 kms from Salem. This place is 
famous for the temple of Ardhanrisvara, situated on a hillock, facing west, in the 
heart of the town. This is a rare temple, where the sanctum enshrines an image of 


hermaphrodite form of Shiva, (fig 48) as against the usual practice of installing 
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the Linga. Though this temple has lost its original form to a very great extent, it 


is interesting to note certain aspects of architectural developments. 


The main shrine probably possessed only a garbhagrha and 
ardhamantapa on plan, which is now included into a giidhamantapa of a later | 
date. The main shrine has inscriptions of Raja Raja I and his son Rajendra Chola. 
By this it may be inferred that this shrine existed during the last decade of the 
10" century. The inclusion of the gidhamantapa must have been done during the 
13" or 14" century, i.e., three centuries after the construction of the original 
shrine. The pillars are painted and modern walls are built in the interspaces of 


these pillars. Therefore, a detailed study of its stylistics is difficult. 


The giidhamantapa has an entrance from its sidewall i.e. from the south. 
The wall built opposite the garbhagrha, on the main axis, has a jalaka. Only the 
rear wall of the garbhagrha can be identified as that of the original structure. 
There is a shrine built adjoining this main shrine, but facing east. Both these 
shrines have a common wall in-between. The right wall of the main shrine and 
the left wall of the later shrine are attached to each other. This shrine is dedicated 


to Subrahmanya. 


It is surprising to note that a very ornate mahamantapa is built in front of 
the Subrahmanya shrine, while it is the backside of the original shrine. This 
mahamantapa, built during the 16" century, is quite broad. The right side corner 
has an elevated mdlika like structure, in front of which a Sribhdga adhisthana is 
built in the centre to serve the purpose of a ranga. The pillars of this 
mahamantapa are massive and highly ornate. They possess upastambhas, 
portrait sculptures, traceries, etc., A interesting feature of the pillars is that life 
size sculptures are attached to their shafts, but they are not of just divinities. 
Secular sculptures are carved along with the divinities on a large scale, which is 
unusual. These sculptures are quite elegant in their form and depiction. This 


mahdmantapa possesses the vyalakanta pillars on its three sides. This 
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mahamantapa was extended towards the front of the main shrine, probably 
during the first quarter of the 17" century. This mahamantapa also resembles the 
earlier mahdmantapa in execution. But a ddldtsavamantapa, nandimantapa, 
dhwajastambha and balipitha are all built in this mahamantapa on the main axis 
of the main shrine. The pillar shafts possess huge sculptures of divinities and the 
portrait sculptures of the patrons (Nayakas) and their consorts. The pillars at the 
facade are of the asvakanta and the corner pillars are of the samyukta type having 
three pillarets. The uttaras of these mahdmantapas have reliefs of mythological 
episodes like the Kiratarjuniya and others carved on them. The lower portions of 


these uttaras are also highly decorated with kirtimukhas and creeper scrolls. 


There are three subsidiary shrines in the premises dedicated to 
Subrahmanya, Vishnu and Ganesha. The Ganesha shrine is highly ornate. It 
possesses a Sribhdga adhisthana, with intricate carving of the decorative motifs 
like shrine motifs, ndsis, creeper scrolls, ratnapatti, padmajagati with deeply 
scalloped petals, figures of pigeons and monitors (which are usually found on the 
kapota), katakavrtakumuda, kapdta, etc., and each and every part of the 
adhisthadna is extensively decorated. The bhitti has all the decorative motifs like 
bhittipddas, toranas, kumbhapaiijaras and relief sculptures. The prastara is also 
highly ornate. The valabhi has scalloped lotus petals, with the figures of 
monkeys carved on them. The terminals of this valabhi i.e. the panels above the 
corbels of the bhittipddas are carved in the form of bhadravadhakas. The kapéta 
has elongated lotus petals on its surface, with the fore part (bust) of the rampant 
lion carved in the centre. The lower edge of the kapdta has rows of knobs and 
droppings. The vajana has the vyalmdala with bharavahakas in the centre. This 
prastara can be considered as the best specimen of ornate prastaras, which 
emerged as a result of the influence of Hoysalas in this region and reached its 


zenith under the patronage of the Nayaks of Vijayanagar. 


The shrine of Subrahmanya is also quite ornate. It possesses a pratibhadra 
upapitha, over which an ornate padmaka adhisthana is carved. The gala of the 
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upapitha is decorated with figures of squatting bharavahakas. The kumuda of the 
adhisthana is of katakavrta type. The prandala is also highly ornate. In the 
forepart, makaras are relieved as decorative motifs. The structures in the 
premises exhibit the traits of late 16" century like the extending arms of the 
corbels getting connected, the tip of the lotus bud in the terminal of the prandla 


getting bent, etc. 


On the left corner of the prakara is a mdalika. Thus, the temple has the 


architectural features of three different periods. 
VARADARAJA TEMPLE AT SENDAMANGALAM 


Sendamangalam is a town situated in the Namakkal district, about 20 kms 
from Salem. The Varadaraja temple is situated in this town. This temple is 
datable to Vijayanagara period, i.e., 16" century. From the observation of the 
stylistic features, it can be concluded that the entire structure i.e., from the 


garbhagrha to the gopura, was constructed at one time. 


On elevation, this temple has upapitha, adhisthana, bhitti, prastara and a 
superstructure of modern times. The entire structure, including the 
mukhamantapa and vahanamantapa, is constructed over a pratibhadra upapitha. 
This upapitha has an updna, padmajagati, broad gala with galapddas and a 
kapoéta moulding. The galapddas are relieved with floral designs, creeper scrolls 
etc. The surface of the kapdta is decorated with elongated lotus petals. The lower 
portion of the kapéta is horizontally grooved and the tip is decorated with a row 
of knobs. 


The adhisthana provided to the temple is of padmakésara variety. Though 
not ornate, the execution of this plinth is delicate and neat. The minute 
padmadalas carved are very intricate. The kumuda of this adhisthana is tripatta. 
The mouldings appear thinner than the usual adhisthanas and the gala also is 


narrow. 
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The bhitti is decorated mainly with architectural motifs and no reliefs of 
figural theme are noticed. The bhittipddas on the wall of the garbhagrha and 
antarGla are of brahmakanta type and those on the giidhamantapa wall are of the 
visnukanta type. The torana framework with sala canopy is found on the walls 
alround. Niches of these thoranas are deep on the walls of the garbhagrha, 
antarala and ardhamantapa. The thoranas on the outer wall of the 
giidhamantapa have no niches in them. The Sala canopies carved on these 
toranas are all alike. The mahdandsi of these Salas contain shrine motifs in their 
gadha. The kumbhapaiijaras carved on the walls are also very elegant in their 
form and execution. The kumbha has vertical grooves, with a horizontal 
ratnapatti in the centre. The tassels on the either sides of the kumbha are 
delicately carved with floral bands and pleats arranged neatly. The shaft of this 
motif is of brahmakanta type with a bhadra projection in the centre, decorated 
with creeper scrolls. Above this shaft a miniature kapdta is carved, over which 


the paiijara coping is carved. 


The prastara is simple in its form. The valabhi has a row of scalloped 
lotus petals relieved on its surface. The kapdta is the regular quadrant shaped 


kapota. The vajana is decorated with the usual vyalamala. 


On plan, this temples possesses a garbhagriha, antharala, ardhamantapa, 
giidhamantapa and a mahdmantapa. The garbhagriha, antharala and the 
ardhamantapa are constructed on a slightly elevated floor than the floor of the 
giidhamantapa. This is a feature noticed during Vijayanagara times. The 
giidhamantapa has lost its form, due to the addition of modern walls built in the 
interspaces of the pillars forming cellas, with sculptures of alwars enshrined in 


them. As a result the gidhamantapa has lost its elegance and seems crowded. 


A spacious mukhamantapa with twenty pillars arranged in four rows is 
constructed. An interesting feature to be noted here is that the pillars of the 


periphery facing the courtyard are of citrakhanda variety, while the pillars facing 
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the central bay are of asvakdnta and vydlakanta types, as opposed to the usual 
scheme of arrangement. The pillars of aSvakanta and vydlakanta types are also 
different in their carving. The asva and the vyala figures are not in the round but 
they are relieved on the projecting faces and sides of the bhadra attached to the 
main shaft. They are not completely relieved in the round as found in the regular 
aSvakanta and vydlakanta pillars. These asva figures possess human mounts on 
them, while the vydlas are depicted as holding their elongated trunks with their 
forelegs. Out of eight pillars, four are of asvakanta type and four are of 


vydlakanta type. 


A va@hanamantapa is built attached to this mahamantapa. this 
vahanamantapa is constructed to resemble a regular shrine in all respects. It 
possesses the sadvargas, including a pratibhadra upapitha. The upapitha is 
provided with an additional jagati and gala to increase the height, to correspond 
to the height of the upapitha of the mahamantapa. The adhisthana is of 
padmakésara type with a vrttakumuda. The bhitti has the decorations of 
bhittipGdas and the téranas. A modern prasdda of the Srikara type is constructed 
over the prastara of this vahanamantapa. This vahanamantapa possesses 


bhadras, on three sides, on plan. 


The Amman shrine is built to the right of the main shrine, slightly 
receding from the main shrine. This shrine is built upon a pratibhadra upapitha 
and padmakésra adhisthana. This adhisthana possesses a vrttakumuda. The 
bhitti is decorated with brahmakanta bhittipadas and empty kdstas. The prastara 
has the regular kapdta and a vajana without the decoration of the vydlamala. The 


super structure is a modern construction. 


This temple is surrounded by a prakara. The bhitti of the mahadwara has 
closely spaced bhittipadas of the visnukanta type. A kosta with Sala canopy is 


- carved in the centre. The kapota of this strcuture has closely spaced ndsis with 
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figures of divinities and devotees carved in its gadha. The gdpura built above the 


mahadwara is of recent times. 
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CONCLUSIONS 


After having made a comprehensive survey of almost all the aspects of the 
temple architecture of the Salem region, it is now necessary that the conclusions 
drawn in the respective chapters of the work be given in a nut shell, so that one 


can easily know the importance of this study. 


Conclusion is an essential part of any deep study because many unfamiliar 
aspects, controversies, arguments, opinions, explanations and presumptions 
would have been discussed in the study. The final result of such probes, 
sometimes, may appear ambiguous or vague to the reader of the subject. 
Therefore, the outcome of such studies have to be mentioned clearly in 
categorical terms. Therefore, the conclusions are a necessary part of any 
academic probe. In the following paragraphs, an attempt has been made to give 


conclusions of the work done by the author chapter-wise. 


In the introductory part of the study, details about the geographical 
location of the Salem region and a historical perspective of the region is given in 
the beginning. The scope of the present research work is discussed. A brief 
survey of the work done already in the field is discussed. The region of our 
study, being a buffer zone, witnessed continuous interaction between 
neighbouring Tamil and Kannada cultures, best reflected in the art forms of the 
region. This resulted in the formation of new cultural trends and traditions. As 
the intention of this study is to probe into development of temple architecture and 
sculpture of the region, it is necessary to have an idea of the contemporary 
schools of art that existed in and around the region of study. This is helpful to 
understand the various nuances of the art forms of Salem region. Details about 
the mode of approach and method of presentation of the findings are given in the 


introduction. 


Chapter one gives a historical background of the Salem region, beginning 


from the pre-historic times upto the end of Vijayanagara rule. The rule of the 


royal dynasties like the Adhigamans, the Gangas, the Cholas, the Hoysalas and 
the Vijayanagara has been discussed briefly. Actually it is necessary to 
understand the development of temple architecture during different periods of 
history of the region, as such periods of development are identified with and 


named after royal dynasties that ruled over the region. 


From chapter two onwards, a study of various important constituents of 
the temple building is undertaken item-wise. Chapter two deals with the ground 
plans of the temples of the region. While studying the ground plans, the 
morphological functions as in the existing temples are taken into consideration, 
because the Texts as such do not give the description of a temple plan or its 
nature or its form in the way in which the plans of the temples are available to us. 
Therefore, based on the existing models of temples, a study of different parts, of 
the temple beginning from the main shrine to prakdra are discussed in two parts. 
The first part consists of the study of temple components from garbhagrha of the 
main shrine to the Amman shrine. The second part consists of other components, 
such as various mantapas, halls, corridors, prakdra, gopuras, etc., and other 
minor constructions in the temple complex. While dealing with this aspect, the © 
etymology of the names given to such architectural members are discussed. The . 
shapes of the plans, the form, their function, and the special features of each and 
every component of the temple are discussed. Variations, specialities, deviations 
from the Texts, if any, are all discussed. While discussing the plan of the 
architectural components, their interiors are also discussed. To avoid duplication 
of work, certain other aspects connected with the elevation of the interiors are 
also included in this part only. This description gives a comprehensive idea of all 
aspects of the architectural adjuncts, such as the plan, the elevation and also the 
interior decorations. This is also an analysis of the building and its various parts, 
built according to the ancient tradition,in the light of the modern building 


technology. 
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Chapter three deals with the constructional methodology adopted in 
building temples of the region. The temples of the region, basically belong to the 
dravidian style of architecture, which was the main style of architecture prevalent 
throughout south India. Therefore, examples from the regions outside the limit of 
our region are also sometimes taken into consideration to correlate or to 
emphasise certain technical aspects of the building technology of the region. The 
information available from the Texts is very lirhited, compared to the information 
available from the existing structures. Therefore, based on the available physical 
forms of the temples, the constructional methodology has been explained. The 
scope of the subject extends from establishing the orientation of the temple, to 
the installation of the finial at the top. The various methods used in the 
construction of the building, their advantages and disadvantages, importance and 
utility of such forms and their technical subtleties are also discussed. The change 
in the pattern of construction from time to time is also discussed. Existing as well 
as ruined temples are studied in a detailed manner to analyse the technology and 
mode of fabrication of such a design. From this, certain important aspects of the 
medieval temple architecture are revealed. One is, the use of arches in the 
construction of temples, the source of which was no doubt Islamic in nature. 
Besides this, another important technical aspect, drawn mostly from the 
European architecture, has also been analysed. This is the construction of 
suspended roof for the large naves of the temple halls. Certain unknown and 
unfamiliar facets of the construction technology have been noticed and explained 
for the first time, like the nikhdtastambha, masonry engaged pillars, importance 
of vdjana in the prastara, etc., are explained. This study also reveals that all the 
decorations of the outer wall surface including uttara (beam) part are all 


decorative in nature and none of them are functional. 


Chapter four deals with the adhisthanas of the temples. The Texts on 
architecture deal elaborately the method of construction of adhisthanas, their 


different varieties, measurements, names, etc. The accounts given in them are, 
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many a time, ambiguous and confusing. Therefore, it is difficult to apply the 
descriptions given in the Texts to the existing temples, because the architects 
have taken liberty in the construction of the plinth of the temples. Architects, 
many a times, omitted some of the minor mouldings in the construction of the 
plinth, which actually are useful varying the heights of the plinth, on which 
sometimes, the typology of plinths also based, in the Texts. Therefore, in the 
present study, taking into consideration the major mouldings of the plinth, their 
form, and total appearance and their decorations, plinths are identified as 
belonging to any given type of the Text. In doing so, the etymology and name 
given to the plinth or/and the meaning, literal or implied, of the names of the 
plinth are considered for the identification. Plinths of all the temples of the region 
are identified with their names in the Texts. This is an approach made for the first 
time in the study of the temple architecture of the Salem region. Through this 
method twelve types of adhisthadnas are brought to light from this study. So also 
the upapithas constructed for the temples are also identified and studied. Besides 
this, an overall picture of the adhisthanas mentioned in the Texts, their typology 
and also their possible forms are described. Table giving the details of the 
typology of the adhisthanas mentioned in various Texts is also prepared and 
presented. From this study, it becomes clear that for the identification of the 
existing adhisthdnas of the temples, the main mouldings, their characteristic 
features and their decorations are to be considered first. The measurements and 
also the details of the minor mouldings play a lesser role in their identification. 
This has been the opinion of the vdstu experts of the present day with whom the 


author had many discussions. 


Chapter five deals with the bhitti of the temple. Bhitti is the most 
predominant part of the temple, but the Ggamas do not give any specification 
regarding the construction and decoration of the walls of the temples. They only 
mention that it should be made of planks of stone or wood and they should be 


decorated to please to the eye. In this study, therefore, a study of the morphology 
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of the bhitti is made in this chapter. The study reveals that like any other 
dravidian temples any other region and period, the temple walls of this region are 
also constructed. The decorations also are almost identical to those found in the 
neighbouring regions. However, the study has revealed that certain forms and 
motifs of decoration, unique to the Tamil idiom, were predominant in the region 
of our study though art forms special to Karnataka tradition had percolated to 
some extent into this region. To emphasise this point, the split pilasters of the 
Kostas of the temple walls may be taken first. It’s a known fact that kdstas of the 
wall have an architectural framework, consisting of two pilasters supporting a 
canopy. In the carving of the pilaster, the Tamil architects were different from 
their contemporaries of Karnataka. In the Tamil idiom, these pilasters are not 
carved fully, in the sense that they appear as though one full pilaster is spilt 
vertically into two and they are placed at the two sides of the kOstas. This was 
not the case with the Karnataka architects. The latter have represented these 
pilasters in full form on the two sides of the kdstas. This is a notable feature, 
which helps to differentiate the handiwork of the architects of the Tamil artists 
from those of Karnataka. The next part that deserves mention in this context is 
the carving of the kumbhapajfijara and its variants on the wall as a decorative 
motif. Kumbhapaiijara, it has been revealed in this study, begin to appear from 
the late Chola period and onwards. Varieties of kumbhapafijaras with all their 
decorative grandeur are found carved in this region. Interestingly this was not a 
motif preferred by the Karnataka artists. The Karnataka artists preferred to carve 
only the stambhapafijaras instead of kumbhapafijaras. The form and the 
metaphysical meaning of the kumbhapajijara are explained with the help of 
imprecatory verses found in literature and inscriptions. Further this study reveals 
that all the decorations of the outer wall surface including uttara (beam) are all 


decorative in nature and none of them are functional. 


Chapter six deals with the prastara. Prastara is the entablature built 


above the architraves, both inside and outside the temple building. In this study, 
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the meaning and the significance of the name prastara has been etymologically 
and metaphysically explained. The various aspects of kapdta are discuused. The 
significance of the vajana of the prastara are also explained. While doing this, 
information from the ruined temples has been taken for study and the function of 
vajana is explained. The chronological development of the kapota is discussed, 
and in particular the changing form of the ndsis is explained with the help of 
examples. A special method of carving kirtimukha above the ndsis in the late 
medieval period has been explained for the first time with illustrations. This is 
the method of joining two pieces of stones through ridge and groove method for 
the carvings of kirtimukhas above the ndsis. This method was used to economise 


on labour and material in the carving of the kapdtas. 


The construction of hdra above the kapdta was an option left to the 
architect, therefore, many of the temples of the region are devoid of hdras, 
particularly on the main shrine. Changing pattern of the kara from stone masonry 
to that of brick and mortar has also been studied and explained. Their decorative 
patterns are also described. The prastara in the interior of the temples is also 
studied in a detailed manner. The nuances in the construction of prastara noticed 
during different periods are explained. In the temples of early and medieval 
periods of the region, the construction of prastara in the interior is not seen, as 
the temples were all very small or moderate in their dimensions. During the 
Vijayanagara period large mantapas were constructed with huge raised ceiling. 
In such places the entablatures were constructed for the nave of the hall to raise 
the height of the ceilings. The entablatures were provided with deep niches in 
which mythological incidents in relief or painting were depicted. In the study of 
vitdna (ceiling) various constructional methods adopted, like the nabhicchanda 
ceiling, the plain ceiling, the paneled ceiling, the coffered ceiling, are all 


explained with the help of illustrations. 


Chapter seven deals with the prdsadda of the garbhagrha. Prdas@das 
possessing different talas, extending upto four, have been noticed. Almost all 
332 


these prdsddas are identified as per the prescription of the Texts. From this it 
becomes clear that for the construction of the vimdna the architects have 
followed the prescriptions given in the Mayamata. This correlative study is done 
for the first time for the temples of the Salem region. It is interesting to note that 
majority of the prasaddas of this region belong to swastika type. Solitary 
examples of few more types are also found. From this it becomes clear that the 
swastika type of vimana was mostly preferred by the architects, for reasons not 
known. It is observed that, of the prdsddas found, five are of stone and the rest 
are of brick and mortar. From this it becomes clear that during late Chola period 
the prevalent practice was to construct the pradsddas of the shrine only in brick 


and mortar. 


It is observed that of the seventy five prasddas found in the region only 
twenty have retained their original form, whereas rest are all modern 


constructions or reconstructions. 


Chapter eight deals with the stambhas or the pillars of the temples of the 
region. The definition, etymology and textual meaning and prescriptions of the 
different types of stambha are discussed, identified and described. It is a known 
fact that the order or the shapes of the pillars changed form period-to-period and 
region-to-region, according to the taste of the society of the artist who produced 
them. The Texts, do give certain shape or mode of decoration for the carving of 
the pillars and many of these aspects are found carved in the temples of the 
region. A chronological study of the pillars of temples found in the region reveals 
that certain types of pillars that are mentioned in the Texts appear only in later 
periods, i.e., after the 14"" century and not prior to that period. From this point it 
becomes clear that the Texts that mention these types of pillars are contemporary 
or later in time than the time of production of such pillars. It may be even 
possible that such types of pillars are interpolations into the Texts of the earlier 
period at a later time. The fact that they are mentioned in the Texts, clearly 
suggests that such types of pillars were introduced or interpolated into earlier 
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texts at a later date. The Texts that are mainly taken into consideration in this 
study are known to have been composed prior to 14™ century. Mayamata is dated 
to 10" century. Mayamata mentions these types of pillars, but actually they are 
not seen before 14° century. It is a known fact that many prescriptions of 
Mayamata are found followed meticulously in construction of the temples of the 
region, but certain pillar types mentioned in the Mayamata are not at all found 
upto 14" century. Therefore, it is clear that certain types of pillar carving were 
interpolated into the Text of Mayamata at a later date. This is a clear instance to 
prove that the original Texts on vdstu have undergone many changes, 


interpolations, etc. after the date of their composition. 


While studying the pillars of the temples of the region, it has come to 
notice that certain amount of hybridization of the Tamil and Kannada idioms has 
taken place in the carving of the pillars. This is particularly noticed in the pillars 
of Nolamba and Hoysala order of the region. The Nolambas borrowed the 
tradition of placing mandi and phalaka from the Tamil idiom and at the same 
time decorated the shafts in the Chalukyan mode. The lion motifs of the Pallavas 
were also taken. They were reduced into miniature forms and are carved at 
suitable places in the shaft. Likewise, during the Hoysala period the carving of 
the central shaft of the pillars with minute decorative designs and beaded string 
festoons, making the pillar cylindrical at the central part, the addition of 
horizontal mouldings and grooves on the cylindrical portion of the shaft, all 
suggest Hoysala workmanship. These features are found in some of the temples 
built under the Hoysala patronage in the region. Another interesting aspect of the 
temples of the Salem region is that they contain certain of the architectural 
designs identified as those of the Vijayanagara style, during the pre Vijayanagara 
days itself. They are the citrakhanda type of pillars and the puspapdtikas. 
Temples built in the region, definitely dated to 1131A.D.-1183A.D. (Kulottunga 
I Chola), possess citrakhanda type of pillars. This proves, for certain, that the 


citrakhanda type of pillars is an innovation of the Chola artists. Likewise, the 
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puspapotika capital that appears on these pillars and pilasters of the outer wall 
also belong to the Chola period only. The liberal use of citrakhanda type of 
pillars and puspapdtika is prodigally seen in the Vijayanagara temples. During 
the Vijayanagar period, entire south India- south of Tungabhadra became one 
unit as far as the development of temple architecture was concerned. Therefore, 
throughout this land, a uniform type of architectural tradition prevailed and the 
temples and their architectural members of this period were more or less one and 


the same. 


Chapter nine deals with the other architectural members of the temple 
complex. They include prandla, dwarabandha, sépana, hastihasta, balipitha, 
dhwajastambha, puskaranl, etc. All these members are studied and described 
individually. The antiquity of these parts, developments if any, their salient 
features, textual prescriptions, are all discussed. It is interesting to note that 
some of these architectural members such as prandla, sodpana, hastihasta and 
balipitha are built according to textual prescriptions. These are not only 
functional in their character, but are also decorative in their own right, and add 
beauty to the structure. These parts are regular features of dravidian temple 
complex. Therefore, their development and their salient features are highlighted. 
While studying this, it has been observed that the decoration of the hastihasta of 
the sdpana contain figure sculptures that reflect the contemporary religious 
beliefs and practices of the society. These sculptural carvings were part of the 
rituals conducted frequently in the temple, therefore they are symbolically 


represented through sculptures at required places. 


Chapter ten deals with the prakaras and the gdpuras. Texts deal with 
these aspects elaborately and mention different types of prakaras and gdpuras. 
Unfortunately, hardly any of the prescriptions given by the Texts are applicable 
to the existing models of the temples of the region. In the case of the prakaras, 
the Texts only prescribe that prakaras can be constructed in multiple numbers. 
Their function, their decoration and their measurements are also to some extent 
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furnished. Texts also give different names for the gateways of prakaras. 
Therefore, not much difficulty is faced in the study of the prakaras in the light of 
textual prescriptions. But in the case of the gdpuras it is difficult to correlate the 
textual typology with the existing forms of the gdépuras of the region. Certain 
prescriptions of the texts are obscure and ambiguous. Therefore, it is difficult to 
apply the textual prescription to the existing gOpuras. It is even possible that the 
prescriptions connected with the existing gdpuras of the region might have been 
lost to us during the course of time. Therefore, only the morphological 


descriptions of some of the important goépuras are given. 


Chapter eleven deals with the sculptures found in the temples of the 
region of our study. Sculptures are classified creed wise and are studied. 
Iconographical, aesthetic and decorative features of these sculptures are 
highlighted. The location of these sculptures in the temple complex, the tradition 
associated with the worship of these sculptures, their religious and ritualistic 
significance, stylistic trends, influences, if any, are also discussed. Some of the 
rare forms of the divinities have been studied in detail and their mythological and 
iconographical significance are highlighted. This remark particularly applies to 
the sculptures such as Lingddbhavamirti, Vishnu in the form of Nandi , 
JwaraharéSvara and Mahisamardini. From this study it becomes clear that the 
sculptures of the region not only reflect the socio-religious milieu of the region, 
but also certain religious beliefs and preferences/practices of the people of that 
society. In the representation of such unique forms of divinities the sculptors 
have exhibited their imaginatory skill and artistic caliber, so that they 


satisfactorily fulfilled the cultic aspirations of the society. 


The present study has brought to light a few big stone sculptures of 
Buddha found in the region. These sculptures were found in Thyaganur and 
Salem proper. Besides these, two sculptures preserved in the Dharmapuri 
museum are also illustrated. One of these sculptures is lying uncared for, in an 
open field. These sculptures of Buddha range in height from four feet to six feet. 
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The sculptures from Thyaganur are seated figures and are about six feet tall. The 
dimensions of the sculpture invariably suggest that the vihdra or the caitya in 
which they were housed were quite big in their size. This factor also suggests the 
prominence that Buddhism had attained during its heydays in the Salem region. 
These sculptures are very important from the point of view of rewriting the 


history of Buddhism in Tamilnadu. 


Chapter twelve deals with the description of the temples. For this study, 
only twelve important temples have been taken for a detailed examination. They 
are important from the point of view of period, style, plan and architecture. 
Temples of the Nolamba, Chola, Hoysala and Vijayanagara periods are included. 
The only rock-cut shrines of the region are the Namakkal caves, dated to the 
Pallava period. They are described in quite a detailed manner. All other 
monuments are structural in nature and are all in dravidian mode. The 
architectural development and significance, sculptural decorations, chronology 
and political patronage are all the aspects that are dealt within this study. It is 
noteworthy here that despite the rule of the Hoysalas for over a century, the 
Hoysalas could not impose the Hoysala style of architecture over this region. 
This shows the high degree of rigidity the people of this region possessed in 
accepting elements that are new to their culture. In contrast to this, Karnataka 
accepted the Chola idiom of dravidian architecture, assimilated it and continued 
the Chola art idioms even after the exit of the Cholas from Karnataka. The study 
and description of these monuments made here is quite elaborate and technical, 


and such a study has not been attempted by anyone so far. 


One relevant note, commonly applicable to the studies made under 
different headings of the chapters mentioned above, is the mode of study 
followed in this work. Each and every aspect of the temple architecture is studied 
item wise. Their textual prescriptions are first examined. Their technical aspects 
are also analysed and described. Comparative study of the existing architectural 
members with the typology or the textual prescription is made. Their antiquity, 
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origin and evolution are also discussed. Regional variations, if any, are also 
highlighted. In the light of the results of these studies, the study and analysis of 
the parallel architectural members of the temples of the region of our study are 
done. This approach for the study of the temples of the region is chronological in 
nature. Therefore, this attempt has successfully given a clear picture of the 


development of temple architecture of the Salem region. 


The temples of the region which had humble beginnings during the last 
part of the 9" century under the patronage of the Nolambas, grew stage by stage 
into large temple complexes by the end of 16” century under the Vijayanagara 
rule. The temples, in the beginning, were simple in their execution, less ornate 
and archaic in certain technological aspects. The same during the Vijayanagara 
period, due to the development of building technology grew into a huge temple 
complex, having lofty pillars and piers and also high and broad ceilings of the 
nave, lofty gateways and gdpuras, all constructed with mixed medium and with a 


superior technical skill and dexterity. 


These temples no doubt have their roots in orthodox textual prescriptions. 
In spite of it, one can find many deviations from the textual prescriptions. These 
have been ascribed to the individual taste, personal preferences, artistic abilities 
and the technological advancement achieved from time to time. Moreover the 
Texts themselves give a fair degree of freedom to the architects and the artists to 
construct the temples and decorate them in such a way that they look attractive 
and beautiful. It should also fit into the available material resources and 
technological skills at the same time be palatable to the taste of the builder and 
the society. Therefore, one can see good amount of agreements with and 
deviations from, the textual prescriptions in the construction of temples. Such 
deviations are not actually due to the liberties taken by the artist, but they were 


all sanctioned by the Texts. 
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Appendix - 2 


GLOSSARY OF TECHNICAL TERMS 


Adésamudra 
Adhahpadma 
Adharap6otika 
Adhisthana 
Aksmala 
Alinga 
Ambumarga 
Angabhéga 
Angavibhakti 
Aftjalimudra 
Ankana 
Ankusa 
Antardala 
Antariya 
Antarbhitti 
Ardhamantapa 
Ardhapadmasana 


Arpita 

Astasra 
ASvakanta 
Asvapada 
Astadikpalaka 
Avataramirtis 
Avrtamantapa 
Ayata 
Ayatavrtta 
Ayatasra 
Ayudhapurusas 
Bahyabhitti 
Balipitha 
Bhadra 
Bhadrakanta 
Bhadrakastambha 
Bharavahaka 
Bhitti 
Bhégdasana 


Bhimi 

Bhiita 

Bhitamala 
Bhittipada 
Brahmakantastambha 
Brahmakantasikhara 
Caturasra 
Citrakhanda 
Citrapotika 


gesture indicating command. 
inverted lotus petal decorations 
beveled and tenon corbels. 
plinth 
rosary 
a fillet 
groove of the water chute 
a kind of service to the god. 
projections and recessions in the contour of the plinth 
gesture with joined palms 
a bay 
elephant goad 
vestibule 
lower garment 
inner layer of the wall 
half pavilion 
squatting posture in which the legs are placed 
one below the other 
attached to the upper fala 
eight sided 
pillart shaft with a rampant horse sculpture 
lowest step of the staircase 
gaurdian deities of the directions 
incarnations of the presiding deity 
a collonaded pavilion built attached to the enclosure wall 
rectangle 
eliptical 
rectangular 
weapons represented in human form 
outer layer of the wall 
a pedestal for offerings 
central off set projection of the contour 
pillar with a central off set 
engaged pillar 
a goblinoid figure depicted as load bearers 
wall 
a poture depicting as seated with one leg placed above and the 
other hanging loose 
storey 
goblin 
releif of a frieze of goblins 
pilasters 
pillar with square shaft 
square cupola 
quardangular/ square 
a pillar type 
corbel with bracket figures 


Dalapadmas 
Dévakésta 
Devakulika 
Dhwajastambha 
Dravida 
Dwara 
Dwarabandha 
Dwarapala 
Dwitala 
Damaru 
Ekatala 
Gadha 
Gajahasta 
Gala 
Galapada 
Gandharva 
Gana 
Garudamantapa 
Gavaksa 
Ghanadwara 
Gopura 

Griva 
Grivadevatha 
Grivakoshta 
Gudhamantapa 
Hamsamala 
Hara 
Harantara 
Hastihasta 
Indrakanta 
ISakanta 
Jagati 

Jalaka 
Jalavatayana 
Jangha 
Janman 
Kaksdsana 
Kalpavalli 
Kalyana mantapa 
Kampa 
Kapéta 

Karna 
Katihasta 
Kirthimukha 
Kosta 
Kostastambha 
Ksudrapattika 
Kubja 

Kudya 
Kumbha 
Kumuda 


lacing of lotus petals 

niche housing a divine sculpture 
turreted miniature shrine 

flag post 

a temple type 

door 

doorframe 

door guardian 

two storeyed 

kettle drum 

single storeyed 

hollow portion of the nasi 

a gesture where the hand is kept across the chest 
recessed portion of the plinth 
vertical bands in the gala 

a semi divine being 

a demi divine being 

pavilion for Garuda 
ventilator 

doorlet 

gateway tower 

recessed portion/ neck 
deities installed in the griva 
niche on the griva 

assembly hall 

frieze of swans 

garland or parapet 
interspaces of the pavilions of the parapet 
balustrade 

pillar with sixteen sided shaft 
pillar with cylindrical shaft 


the second moulding of the plinth from the bottom. 


perforated window 

perforated window 

wall 

bed-slab 

platform with back rest at the periphery 
creeper scroll design 

marriage pavilion 

fillet 

cornice 

square projection 

gesture showing as hands placed over the waist 
a lion face motif 

niche 

a pillar variety 

a small fillet 

dwarf 

wall 

cushion capital 

a torus moulding 


Kita 
Lilamirtis 
Mahamantapa 
Mahdapadma 
Makara 
Mantapa/mandapa 
Mandi 

Mithuna 
Mukhamantapa 
Muktagrasa 
Nabhicchanda 
Nagara 
Nandimantapa 
Nasi 

Nidhi 
Nikhatastambha 
Padma 
Padmdasana 
Paiijara 
Parasu 

Pasa 

Pattika 

Pédya 

Phalaka 

Potika 

- Pradosa 
Pradésapiija 
Prandla 
Prasdda 
Prastara 
Prakara 

Prati 
Pratikarna 
Ranga 
Rangabhdga 
Rangamantapa 
Rudrakantastambha 
Rudrakantasikhara 
Rsi 

Sakha 

Sala 
Salabhanijika 
Salilantara 
Samyuktastambha 
Saumyakanta 
Sikhara 
Simhakanta 
Stambha 
Sthanaka 

Stapi 

Subhadra 


square portion with printed coping 
sportful forms of the diety 

large hypostlye pavilion 

huge scalloped lotus petal design 
crocodile 

pavilion 

lower part of the abacus (cyma recta moulding) 
young couple 

porch 

beaded festoon design 

latern roof type ceiling 

a type of temple 

pavilion for Nandi 

horse shoe shaped decorative motif 
wealth diety 

hidden pillar 

lotus motif 

seated in cross legged posture 
apsidal miniature shrine 

axe 

noose 

a broad fillet moulding 

lower part of the door jamb 
plank/the upper portion of the abacus 
corbel 

the last quarter of the dusk 

worship during praddsa 

water chute 

super structure/ tower 

entabalature 

enclosure wall 

uppermost moulding of the plinth 
square off set projection between the bhadra and karna 
stage 

service rendered with performing arts 
pavilion for performing arts 

pillar with cylindrical shaft 
cylindrical cupola 

sage 

vertical band of the door jamb 
oblong miniature pavilion 

celestial nymph 

interspaces of the projections of the contour 
composite pillar 

pillar with sixteen sided shaft 
cupola 

pillar with rampant lion sculpture 
pillar 

standing 

finial 

graduated offset projection 


iii 


Sukhanasi 
Sadvarga 
Sadasra 

Tala 
Tarjanimudra 
Trivarga 
Upana 
Upanga 
Upapitha 
Urdhvapadma 
Utkutitasana 


Uttara 

Vahana 
Vahanamantapa 
Vasantamantapa 
Vajana 

Valabhi 

Vedi 
Vidhyadharas 
Vimana 
Visnukantastambha 
Visnukantasikhara 
Vitana 

Vrtta 

Vrttayata 
Vyakhyanamudra 
Vyala 

Vyalakanta 
Vyalamala 

Yaksa 


vestibule 


temple with six architectural components 


six sided 
storey 
gesture of command 


structure with three architectural components 


lowest moulding of the plinth 
minor mouldings 

socle 

lacing of lotus petals tacing up 


posture where one leg is folded and kept on the seat and the 


other left pendant 

architrave/ beam 

mount of the deity 

pavilion for mount of the deity 
pavilion for spring festival 
covering slab of the ceiling 
moulding above the architrave 
a platform 

semi divine beings 

the main shrine 

pillar with eight sided shaft 
eight sided cupola 

ceiling 

circular 

oval 

a gesture of discourse 
hybridized mythical animal 
shaft with rampant vydla 


series of vydla carved for decoration. 


demi-divine being 
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Sukhanasi 
Sadvarga 
Sadasra 

Tala 
Tarjanimudra 
Trivarga 
Upana 
Upanga 
Upapitha 
Urdhvapadma 
Utkutitasana 


Uttara 

Vahana 
Vahanamantapa 
Vasantamantapa 
Vajana 

Valabhi 

Vedi 
Vidhyadharas 
Vimana 


Visnukantastambha 
Visnukantasikhara 


Vitana 

Vrtta 

Vrttayata 
Vyakhyanamudra 
Vyala 

Vyalakanta 
Vyalamala 

Yaksa 


vestibule 

temple with six architectural components 
six sided 

storey 

gesture of command 

structure with three architectural components 
lowest moulding of the plinth 

minor mouldings 

socle 

lacing of lotus petals tacing up 
posture where one leg is folded and kept on the seat and the 
other left pendant 

architrave/ beam 

mount of the deity 

pavilion for mount of the deity 
pavilion for spring festival 

covering slab of the ceiling 
moulding above the architrave 

a platform 

semi divine beings 

the main shrine 

pillar with eight sided shaft 

eight sided cupola 

ceiling 

circular 

oval 

a gesture of discourse 

hybridized mythical animal 

shaft with rampant vydla 

series of vyala carved for decoration. 
demi-divine being 


Plate 1: Pratibhadhra upapitha 
Achaladeepeshwara temple, Mohanur 
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Plate 1a: Pratibhadhra upapitha 
Kailasanatha temple, Tiranchangodu 


Plate 1b: Subhadhra upapitha 
Chandrachudeshwara temple, Hosur 
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Plate 2: Manchabhadhra upapitha 
Sub-shrine, Varadaraja temple, Sendamangalam 
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Plate 3: Earliest upapitha of the region 
Kamakshiamman temple, Dharmapuri 
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Plate 4: Padabandha adhishthana 
Tiruvirattaneshwara temple, Pillur 


Plate 5: Padabandha adhishthana (katavritakumuda) 
Kailasanatha temple, Kargudi 
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Plate 6: Padabandha adhishthana (Double gala) 
Rama temple, Tenkaraikottai 


Plate 7: Padabandha adhishthana (ornate variety) 
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Plate 8: Padabandha adhishthana 
Circular Shrine, Peddur 


Plate 9: Uragabandha adhishthana 
Kayanirmaleshwara temple, Attur 


Plate 10: Pratikrama adhishthana 
Kamakshiamman temple, Dharmapuri 


Plate 11: Pratikrama adhishthana 
Kamakshiamman temple, Dnarmapuri 
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Plate 12: Padmakesara adhishthana (vrittakumuda) 
Vishnu temple, Thyaganur 
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Plate 13: Padmakesara adhishthana (tripattakumuda) 
Varadaraja temple, Sendamangalam 


Plate 14: Pushpapushkala adhishthana 
Achaladeepeshwara temple, Mohanur 


Plate 15: Sribandha adhishthana (Shaiya mantapa) 
Kailasanatha temple, Taramangalam 


Plate 16: Sribandha adhishthana (earliest) 
Shukavaneshwara temple, Salem 
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Plate 17: Sribandha adhishthana (shaiya mantapa) 
Kashi vishveshwara temple, Velur 


Plate 18: Manchabandha adhishthana 
Someshwara temple, Ethapur 
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Plate 19: Sribhoga adhishthana (simple variety) 
Mahadwara of Kailasanatha temple, Tiruchengodu 


Plate 20: Sribhoga adhishthana (omate variety) 
Sub-shrine of Ardhanarishwara temple, 
Tiruchengodu 
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Plate 21: Sribhoga adhishthana (ornate variety) 
Sub-shrine of Ardhanarishwara temple, 
Tiruchengodu 


Plate 22: Miniature shrine attached Plate 23: Miniature shrine attached 
to Sribhoga adhishthana of to Sribhoga adhishthana of 
mahamantapa mahamantapa 
Rama temple, Tenkaraikottai Rama temple, Ayodhapattinam 


Plate 24: Kapotabhanda adhishthana 
Ekamranatha temple, Tadavur 
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Plate 25: Pratibandha adhishthana 
Kamakshiamman temple, Dharmapuri 


Plate 26: Pratibandha adhishthana 
Mahadwara of Kamanatheshwara temple, Aragalur 


Plate 27: Padmaka adhishthana 
Sub-shrine of Achaladeepeshwara temple, Mohanur 
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Plate 28: Padmaka adhishthana 
Sub-shrine at Ardhanarishwara temple, Tiruchengodu 


Plate 29: Bhitti (General view) 
Cholishwara temple, Aragalur 
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Plate 38: Potika of the bhittipada 
Ekamranatha temple, Tadavur 


Plate 39: Potika of the bhittipada 
Kailasanatha temple, Taramangalam 
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Plate 42: Koshta 
Rama temple, Tenkaraikottai 
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Plate 43: Shala Canopy of the koshta 
Shiva temple, Periyasorakai 


Plate 44: Shala Canopy of the koshta 
Brahmapurishwara temple, Kokkarayanpet 


Plate 45: Kuta torana 
Mahadwara of Kailasanatha temple, Taramangalam 


Plate 46: Panjara torana 
Vishnu temple, Thyaganur 


Plate 47: Makara torana 
Adikeshava temple, Paruttipalli 
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Plate 62: Bhittishilpa 
Achaladeepeshwara temple, Mohanur 


Plate 63: Bhittishilpa 
Shiva temple, Barur 


Plate 64: Ghanadwara 
Brahmapurishwara temple, Kokkarayanpet 


Plate 65: Kumbhapanjara (relieved as a motif) 
Kailasanatha temple, Taramangalam 


Plate 66: Prastara (Earliest) 
Tiruvirattaneshwara temple, Pillur 


Plate 67: Prastara 
Someshwara temple, Shankaridurg 
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Plate 68: Prastara (with narrative panel) 
Shiva temple, Adhiyamankottai 


Plate 69: Prastara (vijayanagara Period) 
Rama temple, Thenkaraikottai 


Plate 70: Kapota 
Mukhamantapa of Kailasanatha temple, 
Taramangalam 


Plate 71: Kapota 
Eamranatha temple, Melsudapuram 


Plate 72: Nasi 
Devi shrine, Arapallishwara temple 
Valarpurnadu (Kolli hills) 


Plate 73: Netranasi 
Tantonrishwara temple, Belur 


Plate 74: Prastara 
Achaladeepeshwara temple, Mohanur 


Plate 75: Prastara 
Kailasanatha temple, Taramangalam 


Plate 76: Prastara 
Kailasanatha temple, Taramangala 


Plate 77: Prastara 
Achaladeepeshwara temple, Mohanur 


Plate 78: Soffit of the kapota 
Kailasanatha temple, Taramangalam 


Plate 79: Haras on the talas of the prasada 
Varadaraja temple, Pavitram 


Plate 80: Uttara 
Kailasanatha temple, Taramangalam 


Plate 81: Uttara 
Kailasanatha temple, Taramangalam 


Plate 82: Vitana (Ashthadikpalaka Panel) 
Mallikarjuna temple, Dharmapuri 
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Plate 82a: Vitana (Ardhamantapa ceiling) 
Mallikarjuna temple, Dharmapuri 


Plate 83: Vitana (Nabhicchanda) 
Kalyanamantapa of Kailasanatha temple, 
Rasipuram 


Plate 84: Vitana 
Kailasanatha temple, Taramangalam 


Plate 85: Vitana 
Nandimantapa of Kailasanatha temple, 
Tiruchengodu 


Plate 86: Prasada 
Rama temple, Ayodhyapattinam 


Plate 87: Prasada 
Vishnu temple, Adhiyamankottai 


Plate 88: Prasada 
Desinatha temple, Kambainallur 


Plate 89: Prasada 
Shivanishwara temple, Chintalapalli 


Plate 90: Prasada 
Virattaneshwara temple, Pillur 


Plate 91: Prasada 
Vishnu temple, Thyaganur 


Plate 92: Prasada 
Ganesha shrine at Kailasanatha temple 
Taramangala 


Plate 93: Prasada 
Ekamranatha temple, Thadavur 
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Plate 94: Prasada 
Banishwara temple, Paruttipalli 


Plate 95: Prasada 
Karivaradaraja temple, Aragalur 
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Plate 96: Prasada 
Amman shrine at Karivaradaraja temple, 
Aragalur 
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Plate 97: Prasada 
Bhimeshwara temple, Mavurutti 


Plate 98: 
Stambha (Nolamba pillar) 
Kamakshiamman temple 
Dharmapuri 
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Plate 128a: Pranala 
Devarakundani 


Plate 129: Simhavaktra pranala (earliest specimen) 
Tiruvirattaneshwara temple, Pillur 


Plate 130: Simhavaktra pranala 
Someshwara temple, Shankaridurg 
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Plate 131: Govaktra pranala 
Devi shrine of Kayanirmaleshwara temple 
Attur 


Plate 132: Gajavaktra pranala 
Shiva temple, Puttur 
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Plate 133: Makaravaktra pranala 
Sub-shrine of Ardhanarishwara temple 
Tiruchengodu 


Plate 1384: Shoundamakara pranala 
Kailasanatha temple, Rasipuram 


Plate 135: Pranala 
Ekamranatha temple, Alagupatti 


Plate 136- Pranala with Tank 
Achaladipeshwara temple- Mohanur 


Plate 137- Tank 
Varadaraja temple- Sendamangalam 


Plate 138: Pranala with tank 
Someshwara temple, Ethapur 


Plate 139: Hybridised Pranala 
Achaladipeshwara temple, Mohanur 


Plate 140: Pranala 
Kailasanatha temple, Rasipuram 


Plate 141: Sopana 
Kailasanatha temple, Taramangalam 


Plate 142: Sopana 
Rama temple, Ayodhyapattinam 


Plate 143: Hastihasta (Earliest specimen) 
Tiruvirattaneshwara temple 
Pillur 


Plate 144: Vyalamukha hastihasta 
Vijayaraghaveshwara temple, Omalur 


Rama temple, Tenkaraikottal 


Plate 146: Vyala hastihasta 
Rama temple, Ayodhyapattinam 


Plate 147: hastihasta (Elephant type) 
Shiva temple, Rayakota 


Plate 148: Hastihasta (elephant type) 
Mahadwara of Kailasanatha temple, 
Taramangalam 


Plate 149: Hastihasta | (chariot type) 
Mahadwara of Kailasanatha temple, 
Taramangalam 


Plate 150: Dwarabandha 
Mallikarjua temple, Dnarmapuri 


Plate 151: Lalata of the dwarabandha 
Mallikarjua temple, Dharmapuri 
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Plate 156: Lalata 
Kashivishveshwara temple, Velur 


Plate 157: Lalata 
Tiruvelishwara temple, Nanjaiedaiyar 


Plate 158: Lalata 
Shiva temple, Hosur 


Plate 159: Doorjambs of the mahadwara 
Kailasanatha temple, Tiruchengodu 


Plate 160: Uttara of the mahadwara 
Kailasanatha temple, Tiruchengodu 


Plate 161: Brackets of the mahadwara 
Kailasanatha temple, Tiruchengodu 


Plate 162: Dnwajastambha 
Vishnu temple, Thyaganur 


Plate 163: Mantapa of the dhwajastambha 
Someshwara temple, Ethapur 


Plate 164: Dhwajastambha 
Achaladipeshwara temple, Mohanur 


Plate 165: Balipitha 
Kailasanatha temple, Tiruchengodu 


Plate 166: Balipitha 
Narasimha temple, Nangavalli 


Plate 167: Balipitha 
Ekamranatha temple, Tadavur 


Plate 168: Balipitha 
Kashivishweshwara temple, Velur 


Plate 169: Pushkarani 
Shiva temple, Puttur 


Plate 170: Mahadwara / Gopura 
Kamanatheshwara temple, Aragalur 
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Plate 171: Mahadwara / Gopura 
Karivaradaraja temple, Aragalur 


Plate 172: Mahadwara / Gopura 
Kashivishweshwara temple, Velur 


Plate 173: Mahadwara 
Kailasanatha temple, Taramangalam 


Plate 174: Upapitha of mahadwara 
Kailasanatha temple, Tiruchengodu 
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Plate 175: Bhitti of Mahadwara 
Chandrachudeshwara temple, Hosur 
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Plate 204- Nandi 
Shiva temple - Semmandappati 
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Plate 205- Nandi 
Shiva temple- Semmandaptti 
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Plate 210 Brahmi and Chamunda 
Chandrachudeshwara temple- Hosur 
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Plate 211- Jyeshtha Devi 
Tantonrishwara temple- Belur. 


Plate 212- Jyeshtha Devi 
Ekamranatha temple- Tadavur 


Plate 213- Jyeshtha Devi 
Kanatheshwara temple- Aragalur. 
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Plate 243a Buddha - Dharmapuri museum 
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Plate 246 Jina Sculptures 
Dharmapuri Museum 


Plate 247- Jina releif Plate 248- Jina releif 
Hosur Hosur 


Plates 249-250 - Ramayana Narrative Panels 
Kamakshiamman temple- Dharmapuri 


Plate 251- Mukhamantapa (south side) 
Kailasanatha tample- Taramangalam 
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Plate 25 2. Mukhamantapa (main entrance) 
Kailasanatha tample- Taramangalam 
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Plate 253- Amman Shrine- Brahmapurishwara temple 
Kokkarayanpet 


Plate 254- Maham ntapa- Vij ayaragahaveshwara temple 
Omalur 
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Plate 255- Nandi Mantapa- Kailasanatha temple 
Taramangalam 


Plate 256- Garuda Mantapa- Varadaraja temple 
Sendamangalam 


Plate 257-Dolodtsava Mantapa- Ardhanarishwara temple 
Tiruchengodu 


Plate 258-Malika- Kailasanatha temple 
Taramangalam 
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Plate 265- Jalavatayana- Pudupalayam. 


Plate 267- Nabhicchanda , mixed material- Hampi 


Plate 268- Nabhicchanda- Hampi 


269- Nabhicchanda-Hamp1 
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Plate 271- Suspended Roof (outer face)- Hampi 


Plate 273- Arches of the Gopuram- Hampi 


~ 


Plate 275- Ekamranatheshwara temple- Tadavur 


Plate 277- Circular temple- Peddur 
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late 278- Banishwara temple- Paruttipalli 


Plate 279- Rama temple- Tenkaraikotta1 


